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Abstract
The T'ang dynasty is often regarded as the "golden age" of
Chinese poetry. Among the various poetic innovations of the T'ang poetry,
the lu-shih 律 詩 (Requlated Verse) is one of the most important and
popular forms of poetic expressions. With its unique and formalistic
structure, the lu-shih is designed as an idealized poetic form of Chinese
lyricism.
The overwhelming concern with lyricism in Chinese literature
is evidenced in ancient classics like the Shih Ching and Ch'u Tz'u, the two
fountainheads of Chinese literature. From the very beginning, Chinese
literature is endowed with a strong lyrical tendency in both form and
content. The lyrical tradition is undoubtedly one of the most important
traditions of Chinese literature. Chinese lyrical poetry is the best example
of the overwhelming concern with lyrical attainment in literary activities.
The purpose of my thesis is to propose the lu-shih as an
aesthetic form of the Chinese lyrical tradition. My discussion starts with
an investigation of the Chinese lyrical tradition in terms of the dictum
shih yen chih. The traditional poetic consciousness of shih yen chih can be
summed up as the "total realization in words of man's momentary inner
experience." This total realization in words of the poet's experience
demands a unique poetic mode as its form of expression. i n both form and
content, the lu-shih achieves a sense of balance and totality and serves as
an idealized poetic form of the poetic consciousness of shih yen chih.
In order to understand fully the meaning of the formal design
of the 10-shih, an analysis of its parallel construction is undertaken to
reveal the intricate of its overall design. The art of parallelism can be
traced back to traditional Chinese cosmology and aesthetic thinkings. The
idea of similarity and opposition serves as the organizing principle of
parallelism in the 10-shih. This idea of similarity and opposition can be
compared to Roman Jakobson's principle of equivalence.
The last part of my thesis is an analysis of the overall poetic
structure of the 10-shih. The progression of the 10-shih is founded on the
opposition between paralle and nonparallel lines, and this special form of
progression clearly demonstrates the 10-shih as a representation of a
dialectical mode of thought. This dialectical mode of thought is embodied
in the tripartite scheme of the 10-shih in which the three parts of a poet's
finalized vision are contained in a neat and symmetrical framework. The
thesis then concludes that the li -shih is in fact one of the idealized poetic
corms of the Chinese lyrical tradition.
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The Chinese Lurical Tradition
In presenting the Chinese lyrical tradition as a dominant
tradition in Chinese literature, 1 do not intend to suggest that traditional
Chinese literature are all lyrical. My purpose is simply to suggest that this
lyrical tradition is undoubtedly one of the most important traditions of
Chinese literature. In an ancient and sophisticated culture like the
Chinese, every other form of artistic expressions might be evidenced in
the course of cultural developments. It is well-known that besides the
lyrical tradition there is yet another narrative tradition which also exerts
profound influences in Chinese literature, the genres of drama and novel in
the Ming 明 (1368-1644) and Ching 清 (1644-1911) dynasties are two
representative forms of the narrative tradition.1 What 1 intend to suggest,
however, is that the lyrical tradition is highly influential among Chinese
intellectuals and men of letters, and therefore significantly affects the
developments of Chinese literature. By investigating this dominant lyrical
tradition we hope to bring to light the ideal and value underlying Chinese
literature. And this ideal and value of Chinese literature can possibly
reveals some essential elements of the Chinese culture as a whole.
Dzrt
Its significance and Influence in Chinese literature and literary criticisr
The Chinese lyrical tradition has been said to exert its
influences not only in the field of literature, but also serves as an
underlying principle in Chinese painting, music and other types of artisti(
creations 2 However, since my prime concern in this study is the lu-shih
(the Regulated Verse), I have to restrict my discussion to the field of
Chinese poetry and poetics. In an essay entitled The Chinese Lyrical
Tradition, the late Chen Shih-hsian 3 f comes to the conclusion that 'I
is perhaps not too much of an exaggeration to say that the Chinese literary
tradition is a lyrical tradition.' Chen traces the origin of the Chinese
lyrical tradition to the famous Shih Chine
1 { Rook of Poetrv) and ChT
TzT (Songs of the South) and finds that they both possess two
essential features of the lyrics: muscial elements and personal emotion.
Ch'u Tz'u and the Shih China, which serve as the fountainheads of Chinese
literature, are already highly lyrical in both form and content. The Chines(t
lyrical tradition thus comes to establish itself as the guiding principle fo
literary creation with the appearance of these two ancient classics. What
follows then in the history of Chinese literature is the intensification of
the lyrical tradition in various literary genres: Han-fu Yueh-fu tih
Tang Shit , Suno Tz'i
etc 5 Even in the later genres of drama and
novel the lyrical quality still assumes an important role. Lyrical songs and
poems are actually essential to Chinese drama and novel. The main body of
the Yuan drama and the China novel often contain of
songs and poems.
With the main bulks of Chinese literature made up of lyrical
poetry and songs, it is natural for Chinese critics to orientate their
critical perspectives in the various elements of the lyrical essences.
Lyrical poetry becomes the main object of their critical inquiries, and
they focus on the investigation of the poetic art of lyrical poetry, it thus
follows that prominent Chinese poet-critics would apply such notions as
'texture,' 'imagery,' 'rhythm' and 'tonal pattern in their critical activities
since these notions constitute the artistry of lyrical poetry. From these it
develops the critical concept of 'style' (feng-ko
In traditional Chinese literary criticism, the critical concept
of 'style' is often used as the touchstone in the evaluation of literary
works. The concept of style may refer to the style (texture, imagery) of
the literary work, but more often it is related to the style of the author or
the style of the genre he used. The style of an author is understood by the
Chinese man of letters as not only referring to the style of his works, but
also to his individual personlity. Hsu Fu-kuan notes that this
critical orientation in style has its conceptual basis in the appraisal of
personality in the Wei-chin 1 period (220-419). A person is
evaluated in terms of his outer appearances, temperment and disposition
These qualities are perceived mainly through sensual impression and
aesthetic perception. In a humanistic culture like the Chinese, the
perfection of individual personality naturally develops into an essential
aspect of beauty. From the very beginning the perfection of personality is
thought to be aesthetically constituted to exemplify an important criteria
of beauty in the Chinese culture. The appraisal of personality is a
prerequisite to the establishment of individual fame and reputation.
Concern for the establishment and preservation of fame and reputation is a
major cultural issue throughout Chinese history. We will take a deeper
look into this issue again when we come to analyze the concept of
'minq' (name) and its significance in the Chinese lyrical tradition. It is
enough here to note that the evaluation of the style of an author or his
works should take into account both the style of the work and the style of
his personality (as expressed in the literary work). This critical
orientation ana the special accord between personality and the style of
literary work is understandable in view of the humanistic and
non-religious nature of the Chinese culture. The cultivation of the self is
the prime concern of every individual in the society, and literary work is
regarded as the manifestation of the cultivated self of a person. The
evaluation of literary work therefore necessarily involves the evaluation
of the personal nature of the author.
It is naturally enough then, for the Chinese critics to borrow
critical concepts and terms used in the appraisal of personlity. We often
find such critical concepts as 'shen-vun (spirit and tone) and
'hsing-linq (personal nature) being applied in literary criticism
These concepts are originally used to designate a man's temperment. The
following passages from Liu Hsieh's
'died 523) Wen-hsin tiao-lung
(The Literary hind and the Craving of Dragons) are some examples of the
borrowed concepts from the appraisal of personality in literary criticism:
Literary expressions are conditioned by the bone in much the
same way as the standard posture of a body is conditioned by
its skeleton; feeling gives form to the wind very much as a
physical form envelops the vitality which animates it.7
It consists of feeling and ideas as the soul, of facts and
meaning as the bone and marrows, of linguistic patterns as the
musculature and integument, and of kung and shang. that is, the
resonance of the language, as its voice and breath 8
絡 泰 為 ； 服 ] 肩 ， 了 向 馬 轉 ‘
The familiar Chinese saying of 'ien-Din chi wen-Din 01人
(literally, the style of personality is the style of letters) clearly
demonstrates the interchangeability between the appraisal of
personality and literary criticism. With regard to the style of genre, Lu
Chi 關 j(261-303) has the following remarks:
Poetry[shih] traces emotions and should be exguisite as fine
patterned silk;




Lu Chi clearly points out the relationship between the style of a literary
work and the genre which embodies It: poetry and the fu each have their
own distinctive function and appropriate style. The style of a literary
work is to a large extent determined by the mode of presentation
embodied in the genre. Different genres would serve different functions
and generate different styles. For example, the lu-shih is designed to
embody an artificial, balanced mode of presentation while the tz'u poetry
is designed for irregular and experiential mode of presentation. This is in
fact my main argument in the following pages in which 1 argue that the
formalistic design of the lu-shih embodies a unique mode of presentation
which is also characteristic of the Chinese lyrical tradition.
The style of literary works is thus perceived in two ways: the
style of the author (personal airs and spirit) and the style of the genre
(ko-tiao
'formal style]). Of course, the two aspects are closely
related to each other. A writer with'a sentimental character would
choose to express his overflowing feelings in poetic form, whereas a
cool-headed rationalist would put forward his clear and vivid description
of things in the fu_ form. Therefore it is possible that the style of an
author may represent his idealistic realm or state. What the author
presents in his work through the genre he chooses in fact reveals his
personal tone and taste. The tone and taste he projects onto his work
may well be his ideal. Moreover, the style of the literary works of an era
reveals the collective tone and taste of a group of authors:
A careful analysis will show that the literary productions
during the times of the Yellow Emperor and the T'ang are pure
and simple; during the Yu and Hsia. simple and rational; during
the Shang and Chou, beautiful and graceful; during the Ch'u and
Han, exaggerated and alluringly charming.
岛
The evaluation of style is not restricted to individual authors; the style
of a period can also be described in terms of the common tone and taste
shared by most of the authors of the time. The style of a period may
reveal the current social and ideological structures, but what is more
remarkable in this pursuit of style is the strive for a collective ideal by
a group of writers in a certain period in literary history.
Like lyrical poetry, traditional Chinese criticism is grounded on
lyrical experience. Whereas natural scenes serve as objects of
contemplation for the lyrical poet, a lyrical critic treats literary works
themselves as aesthetic objects. In the course of his reading experience,
the critic will project his self into the world of literature, with the aim
of reaching a level of empathy similar to that of the artistic
imagination. Thus, his critical pieces will reveal the same spirit as
lyrical poetry. Just like the Chinese lyrical poets who tend to use 'brief
expressions to sum up the whole (i-shao tsuno-to Chinese
critics also prefer to write their own remarks in concise fashion. Liu
Hsieh describes eight poetic styles in short, impressionistic aphorisms
charactersitic of such criticism:
First, elegant and graceful; second, far-ranging and profound,
third, polished and concise; fourth, lucid and logical; fifth,
profuse and flowery; sixth, vigorous and beautiful; seventh,
fresh and extraordinary; and eighth, light and trivial J
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上 符 斩 今 ， 八 曰 铃 土 。
Just as a lyrical poet who express feelings in language most appropriate
to his subjective experience, the critic describes his intuitive
impressions in poetry by means of brief descriptive comments. The
purpose is to re-create the lyrical experience of reading poetry and to
realize that experience through symbolic language.
In re-creating and re-experiencing the lyrical experience in the
course of reading, the critics are often at pains to identify themselves
with 'the self of the poets. What they are attempting to do is to rid
themselves of their sense of identity at the moment of reading, the way
a noet would in the creative process:
The writer's first experience is his inner feeling, which he ther
seeks to express in words. But the reader, on the other hand,
experiences the words first, and then works himself into the
feeling of the author. If he can trace the waves back to their
source, there will be nothing, however dark and hidden, that
will not be revealed to him.
天 燔 欠 肩 、 婧 動 勾 騎 骚 ， 视 欠 名 、 找 灸 ， 人 八 ，
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By emphasizing the unique feature of the Chinese literary
criticism and its insistence on the supreme role of the lyrical
experience, I intend to suggest that Chinese literary criticism also
embodies the essential qualities of the Chinese lyrical tradition. Chinese
lyric criticism is the best example of an overwhelming concern with
lyricism in China in genres other than lyrical poetry. This emphasis on
lyricism in the critical sensibility in turn strengthens the supreme role
of lyricism in creative writing. Literary works are judged according to
their lyrical attainment, so much so that lyrical quality becomes the
hallmark of good poetry.
( Part 2)
The Underlying Spirit of the Chinese Lyrical Tradition
The two defining features of the lyric are the subjective or
emotional emphasis of the content, and the compactness of the vehicle.
It is generally recognized that much of the creative energy in Chinese
literature is devoted to lyrical poetry. Alex Preminger writes in his
Princeton Encyclopedia of Poetry and Poetics: Chinese poetry is almost
entirely lyrical This strong lyrical tendency in Chinese
literature dominates Chinese literary history: a lyrical tradition so
unique and pervasive that it becomes the underlying spirit in literary
activities. Before we move on to provide a conceptual framework of the
Chinese lyrical tradition, it is necessary to define the nature and
meaning of lyrical quality and the expressive act.
The most important mark of lyrical quality is the singleness 01
oneness of the expressive act. In lyrical poetry, the expressive act and
the object of expression are united into a single entity. In other words,
the poetic act and the poetic object are characterized by unity instead o
separation. Unlike what happens in drama or the narrative, the self and
the world merged to form a totality in the course of the poetic act. The
poetic act becomes the act of intuition and perception through which the
self and the world are united. The self (often described as hsin-chin(
[world of the mind]) and the world (wu-chin 9 [world of objects
are reciprocally related to each other. The object of expression must b
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enshrined in the lyrical center of the self in the immediate present.
Everything in the poet's experiential world, including elements of 'there'
and 'the past,' is linked to this lyrical center of the self of the 'here and
now.' The lyrical self assumes a state of supremacy and serves as the
unifying center in the poetic act.
This property of oneness in lyrical poetry just described is alsc
the dominant quality in most of Chinese poetry, and especially in the
genre of the l -shih. In order to elucidate the meaning of this oneness of
the poetic act in lyrical poetry, we shall discuss some of the theoretical
foundations of lyricism in general. The basis of lyricism is the poet's
inner-directed private experience. By definition, private experience is
nothing but a mental state experienced by an individual at a particular
time and place. As a form of knowledge, private experience reaches its
most profound state only when all the direct experience is reorganized
and refined during a process of introspection. In the course of this
're-experience' all the elements of experience are united to form an
undivided whole which is self-sufficient and self-contained. This is
particularly cogent in the case of lyrical experience, whereby initial
sense impression and feelings of the poet must be reshaped into
elements of an imaginative world. This world of imagination is the
culmination of the lyrical experience, a state of true knowledge achieved
through a suspended moment of consciousness in which mental act and
outer reality are temporarily dissociated from their original grounds.
But such an experience of self-realization, however real to the
poet, may not be sufficiently transmitted by language itself. Whereas
analytical language is used to present objective reality and emphasizes
the referent (words refer to things), symbolic language is the proper
medium for representing the lyrical experience in that it focuses on the
'quality' of things. The former refers to such external distinctions as
'this' and 'that,' while the latter deals with sensual impressions and
their qualitative implications. This sort of symbolic language is
especially useful in representing the poet's state of mind during lyrical
experience. Of course, symbolic language and analytical language are not
unrelated to each other with respect to methods of expression. They
differ only in purpose and function—one is orientated toward external,
objective, absolute truth, and the other toward the inner, subjective,
relative world of imagination.
We have now discussed the nature of lyricism, and come to the
conculsion that the oneness and unity of the mental state of the lyrical
self is the most important mark that characterizes lyricism. It is with
this understanding that we propose to define the Chinese lyrical
tradition in a twofold account of the inadequacy of lanquaqe and the
'chirr
士
(personal intent) as the state of mind in its entirety. We
take the 'chih' as the state of mind in its entirety because in the above
definition of lyricism we have already been convinced of the oneness and
totality of the state of mind of the poet in lyrical experience. The
personal intents (chih) expressed in lyrical poetry therefore serves to
reveal the entire state of mind of the lyrical self. Personal intents or
wishes revealed in lyrical poetry may also serve as a clue to the mental
state of the poet. With regard to the inadequacy of language as another
defining feature of the Chinese lyrical tradition, we can trace its
conceptual basis in the doctrine of 'words do not exhaust meaning' II
which is highly influential in traditional Chinese thinking. We have noted
before that compactness or brevity of expression is the defining feature
of lyrical poetry, the inadequacy and limitation of language is most
prominent with regard to the representation of lyrical experience. The
fact that this kind of lyrical experience is difficult to 'grasp' through
language is keenly noted by traditional Chinese poets. Chinese poets and
critics come to realize an important truth concerning the nature of
verbal expression in poetry. If words do not exhaust the meaning of
lyrical expreience, it follows that it is futile to resort to an extensive
treatment in the poetic expression. For as long as words are words, it
makes little difference whether one uses a few words or many words;
neither can exhaust meaning. The former at least has the virtue of
brevity. Brevity of expression thereby becomes a much praised virtue in
poetic writings. Chinese lyrical poets tend to use 'brief expressions to
sum up the whole'. This is basically true with regard to Chinese poetry
when we consider that the most popular poetic forms such as the lu-shih
and the chiieh-chi (quatrain) are restricted to the standard length
of eight and four lines respectively.
In the above discussion we have described the underlying spirit
of the Chinese lyrical tradition and proposed a conceptual framework in
terms of language and the chih. Nevertheless, our discussion falls short
in historical perspectives. Therefore in the following discussion 1 will
try to locate the historical bases for the two defining features of the
Chinese lyrical tradition just described: the inadequacy of language and
the chih as the state of mind in its entirety.
The doctrine 'words do not exhaust menaing' is a familiar
saying throughout Chinese history. We can trace its oriqin back to
ancient classics like the 1 Chin( 11- and I an T71 and it is Chuang Tzu
who formulates the most ruthless attack on the inadqeuacy and
limitations of lanquaqe:
What can be discoursed about in words is the grossness of
thinqs; what can be reached in idea is the subtletv of thinos.15
| 以 言 镩 者
Chuang Tzu understands the paradoxical nature of language: that language
iq an inarlpni tafp hut nprpccarv mpanc tn rnmmrinirafp thp
incommunicable. His famous notions of te-vii wang-ch'uar
(one who has cauaht the fish can foraet the trammel) and te-vi wanq-yer
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demonstrate this paradox. Words merely carry and convey the
meaning,and Chuang Tzu advises us to forget the words once we haw
caught the meaning. Yet he apparently still thinks words a necessary
'trammel' with which to catch the fish of 'meaning.' Language is the
inadequate but necessary means to communicate. This paradoxical nature
of language is accepted by Chinese critics and poets as an inevitable part
of human condition. It is by means of words that the poet reveals his
inner experience and achieves the 'transformed state of beinq' (hua-china
The 'transformed state of being' is the state of empathic union
witnessed in lyrical experience in which both subject and object are
forgotten.
This paradoxical nature of language becomes the focus of a
controversial cultural issue dominating the intellectual scene of the Six
Dynasties period. The so-called yen-i ji-pien 存今 (the
differentiation between words and meaning) is one of the major cultural
issues of the time. Prominent intellectuals of the time debate over the
topic of 'words exhuast meaning.' It comes out that those who believe
'words do not exhuast meaning' won the day. The doctrine 'words do not
exhuast meaning' becomes highly influential during the Six Dynasties. Its
impact upon literary theory can be discerned from the writings of the
prominent Six Dynasties critc Liu Hsieh who reaches the following
conclusion in discussing the proper way to handle descriptions of nature:
The physical world represents a variety of colorful objects, the
lanquaqe one uses to analyse them should be brief.
Liu's theory of the virtue of brevity in expression has its
conceptual basis in the doctrine 'words do not exhuast meaning.' This
belief in the brevity of expression influences profoundly the
developments of Chinese poetry.
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Chinese poets prefer to express their feelings in brief forms,
leaving the rest to the imagination of the reader. To them the true
meaning of things, like the essence of the Tao, cannot be wholly captured
in words. This is why the Chinese poets' expressions tend to be brief and
spontaneous rather than exhaustive and discursive. Chinese poets aim not
at formulating philosophical statements, but at evoking feelings beyond
words. This is reflected in the fact that 'meaning beyond Ywords' serves
as a criterion of good poetry in the Chinese tradition. This something
'beyond' forms the basis of the Chinese aesthetics.
Chinese poets develop devices to capture this seemingly
unspeakable meaning beyond words. One such device is the use of simple
image, an important device employed by Chinese lyrical poets from as
early as the Book of Poetry. We have mentioned before that symbolic
language is regarded as a proper medium for representing the lyrical
experience in that it focuses on the 'quality' of things. The poetic value
of the simple image lies in its power to evoke endless associations
regarding the essential qualities of the object in question, despite its
brevity in presentation.
Another symbolic device developed by Chinese poets to convey
maximum meaning in poetry is 'parallelism.' Although poets realize the
impossiblity of conveying the total meaning, they employ the
double-harnessed device of parallelism to represent a sense of totality
underlying much of Chinese thought*as it is through parallelism that a
poet can best present the sense of balance and mutual interrelation of
things so essential to Chinese cosmology. The meaning of parallelism in
Chinese poetry will be further investigated in the next chapter when we
come to discuss the genesis of the lu-shih.
The emphasis of the brevity of expression has much impact on
the evolution of Chinese poetic forms. The evolution of the poetic form
from the relatively irregular 'Old Style Poetry' to the compact
'Recent Style Poetry demonstrates this influence. The
influence can be discerned in the compact form of the lu-shih in which
the poet has to express himself within the forty or fifty-six words
limits.
The second defining feature of the Chinese lyrical tradition, to
take the chih as the state of mind in its entirety has its historical basis
in the restatements of the Major Preface to the Book of Poetry by Six
Dynasties theorists of literature. The Major Preface to the Book of
Poetry, attributed to Wei Hung 74 (first century A. D.) of the Han
Dynasty, is regarded as a classic statement on the nature and function of
poetry in Chinese antiquity. In it we find the definition of the term chih
in the opening passage:
Poetry is where the intent of the heart [or mind] goes. Lying in
the heart, it is 'intent'; when uttered in words, it is 'poetry.'
When an emotion stirs inside, one expresses it in words;
finding this inadequate, one signs over it; not content with
this, one sings it in poetry, still not satisfied, one
unconsciously dances with one's hand and feet.
U%. c-.
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While the Major Preface is ambiguous concerning the meaning
of chih. the restatements by the most important critic of the Six
Dynasties Liu Hsieh are much clearer:
Great Shun said: Poetry is the expension of sentiments, and
songs are these expressions set to music. Of this explanation
given by the sage, the meaning is clear. That which is the
sentiment within the mind becomes poetry when expressed in
words. It is here indeed that literary form unfurls itself to
communicate reality. Poetry means discipline, disciplined
human emotion. The single idea that runs through the three
hundred poems in the Book of Poetry is freedom from
undisciplined thought. The interpretation of poetry as
disciplined human emotions is in thorough aggrement with this
observation.
Man is endowed with seven emotions. When stimulated by
external objects, these emotions rise in response. In responding




对 乏 禹 ？ 一 ， 符 患 漆 。
I,
Although the first part of the above passage reveals the critic's
moralisitc and didactic outlook on poetry, it is less likely to represent
Liu's own view since it consists entirely of quotations. The sayings of
Great Shun is quoted from Shu Chine 1 (the Book of Documents
while the idea of freedom from undisciplined thought originally
appeared in the Confucian Analects The didactic interpretation of
chih is neutralized in the second paragraph, in which Liu clearly favors
the lyrical view since he believes that poetry is the spontaneous
expression of human emotion. There are numerous passages in Liu Hsieh's
writings that reveal his sympathy for the lyrical interpretation of chih.
We will provide a detailed account of Liu's lyrical view of poetry in the
next chapter when we come to investigate the evolution of the Chinese
lyrical tradition. What concerns us here is the change in meaning of chih
in the restatements of the Major Preface by Liu Hsieh. Whereas the Major
Preface says 'What lies in the heart is chih, when expressed in words, it
is poetry,' in Liu's restatements 'emotion' and 'nature' are both said to be
what poetry expresses. It is clear that with Liu's re-interpretation, the
term chih is taken to stand for the inner state of mind in its entirety.
Chih is no longer confined to moral intents or ideal as the ancient
scholars do in their didactic interpretation. Chih as the state of mind in
its entirety includes not only personal intents, but also emotion, wishes,
ideals, sensitivity and integrities. They are interrelated and interwoven
to form an organic entity of the chih. It comes as no surprise that we
choose to locate the historical base of the definition of chih in the Six
Dynasties, for before then there was not very much literary criticism.
The Six Dynasties period marks the beginning of self-conscious
awareness of lyricism as the basis of the Chinese literary tradition.
Philosophical Orientations
It is no exaggeration to state that the Chinese civilization is
basically a humanistic one. Chinese culture is noted for its non-religious
and secular nature. Confucianism as the ruling dogma of Chinese culture
is an ideology of life rather than a system of metaphysics, its concern
for humanistic issues and well-being logically ends up in emphasis on
human morality and inner perfection. Hsu Fu-kuan therefore calls the
Chinese culture a culture of the heart(hsin 心 ） 七 、 的 又 化
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The Chinese believes that the origin of the ultimate value in
life lies in one's heart. The heart becomes the ultimate reference of all
value-judgement and evaluation. This emphasis on the heart is probably
based on the Chinese belief in the immanency of the Tao of the universe.
The Chinese believe that Heaven and man are mutually implicated and
reciprocally related to one another. The mind of man is also the 'cosmic
mind and man is the microcosm par excellence. The Tao of
Heaven is immanent in the heart of man.20 Through a process of
persistent inner cultivation man is able to internalize the ultimate value
(Tao) of Heaven in his own heart. All the goodness of Heaven is then
immanent and becomes part of his self. With this immanency of the Tao
in his heart the status of man is raised to the same level of importance
as that of Heaven and Earth. Man, together with Heaven and Earth, forms
the 'Great Trinity
of the universe. As part of the Great Trinity, man
is able to participate in the transforming and nourishing process of
Heaven and Earth. Through inner cultivation man is then capable of
achieving self-perfection, and at the same time mutual conciliation and
understanding with the universe. It shows that self-realization, in an
ultimate sense, depends on a mutuality between man and nature.
Humanity so conceived is not an unrealizable ideal but an inexhaustibly
abundant power of moral and spiritual transformation. Thus it comes as
no surprise that in China moral perfection and inner cultivation of every
individual are greatly emphasized. Individual morality is the focus of the
value-system in China. Knowledge and experience are to be transformed
to become part of the moral contents. The acquiring of knowledge and
skill are meaningful only if it is transformed to form a part of the
internalized moral contents. Yu Ying-shit also remarks that
'interiorization' is the outstanding characteristic of Chinese culture
when compared with the West. The notion of 'interiorization' is not only
evident in Confucian 'self-cultivation,' but also in Taoist and Buddist
concepts of 'self-contentment.' With this emphasis on interiorization
in Chinese culture, inner experiences are regarded as both essential and
meaningful. Whatever one encounters in life would become part of the
inner experience. Inner experiences are the material sources of an
individual's 'state of mind.' The meaning and value of life is primarily
embedded in this 'state of mind.'
This notion of interiorization has great impact on Chinese
aesthetic and literary theories. Artists and poets alike tend to
interiorize their aesthetic experience. Classical Chinese poets tend to
interiorize their feeling and vision through a process of 'lyric
interiorization.' We will discuss the process of lyric interiorization
again in the next chapter when we come to investigate the evolution of
the Chinese lyrical tradition. For the time being, it is interesting to note
that this lyric interiorization is best illustrated in terms of the
traditional doctrine of shih yen chih (poetry expresses intent).
Etymological Meaning of the Word Shih 43二16
Before embarking on a discussion of the doctrine shih yen chih.
it is necessary to take a brief look at the etymology of the word 'shih,'
since this will help us to understand aptly the doctrine itself. The
Chinese word shih can not be treated as the equivalent of the word
'poetry.' It is a 'composite phonogram' (a composite character of which
one part indicates the sense and another the pronunciation), consisting of
yen (word) and ssu (attendant) or chih
V
(gostop). The late
Chen Shih-hsiang notes that shih and chih
i
-Hi; are cognate words, having
the same root in chih though they later generate different semantic
meanings in their linguistic evolution. After pointing out the tautological
relationship between the word shih and chih. Chen goes on to illustrate
the inter-relatedness of the word shih with the words chih. yen and
hsir
Thus the word shih embodies both the meaning of inner
feelings, and its expression through the medium of language.
Chen's observation indicates that the doctrine shih yen chih is
in fact a tautological definition of poetry. James J. Y. Liu seems to agree
with Chen and points out further that the etymological meaning of the
word shih implies a primitivistic conception of poetry—that is poetry
originates form man's spontaneous expression of emotions.
Shih Yen Chih
No other statement in the history of Chinese literature has
enjoyed the same esteem as the doctrine shih yen chih. It has become the
ruling dogma of Chinese poetics ever since its appearance in the Book of
Documents:
Poetry expresses intention (inclination, determination, or will)
in words, songs prolong the sounds of words for chanting, the
notes accompany the chanting, and the pitch-pipes harmonize
the notes. Make the eight kinds of muscial sounds in accord and
let them not interfere with each other, so that spirit and men
may be brought into harmony.
X13‘2
Poetry is identified with personal intents and emphasizes the notion of
harmony in poetic creation. The notion of harmony is of particular
interest for it serves as a distinguishing feature of the Chinese lyrical
tradition. We have pointed out before that the oneness of the poetic act
is the defining feature of the Chinese lyrical tradition, this oneness
assumes that the self and the world must be united to form a harmonious
whole in the course of the poetic act. The oneness of the state of mind
(chih) of the poet is characterized by harmony rather than conflict and
tension. We will further discuss how the notion of harmony is related to
Chinese lyricism in our discussion of harmony and self-containment.
Another instance in which shih is explained in terms of chih is found in
the Taoist classic Chuang Tz
Poetrv is to tell intention: History, events: the Rites
behavior:.... 1
This passage echoes the meaning in the Book of Documents, with some
slight alternation of the word yen into tap (the word tap has the similai
meaning as that of the word yen). Vet the most famous account of shih
yen chih appears in the Major Prefac of the Mao Edition of the Bool
of Poetry. We have already seen the opening passage of the Major Prefact
in our discussion of chih and its interpretation in the Chinese lyrical
tradition. The Major Preface defines shih (poetry) in terms of chih: and
indicates that shih is the poetic expression of chih, with enrichment
from other artistic media such as muscial elements and dancing.
Although the dating of the Major Preface is disputable, we may still
regard the Preface as expressing a view of poetry with a long tradition.
The above historical account of the doctrine shih yen chih
illustrates a poetic tradition of defining poetry as expressing personal
intents and inclinations. The doctrine does not appear in classical
documents of the Pre-chir 钱 (772-221 B. C.) period only, it also
becomes the most influential poetic doctrine in the entire history of
Chinese literature. Therefore a closer look at the doctrine is both
necessary and helpful in our understanding of the Chinese lyrical
tradition.
Aesthetic Theory of the Yen-chih Tradition
From the above account of the etymology of the word shih we
learn that shih and chih originate from the same root and separated
later by the addition of the radical yen to chih to form the compound
word sh]l 士32 .26 Thus ven-chih is indeed a linguistic compound of shih.
and the statement shih yen chih is possibly a tautological definition of
poetry (tautological if the character shih indeed consisted of yen or
'word' plus chih or 'intent'). Pushing aside all these disputes
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regarding the exact meaning of the words, an epistemological
explanation of the yen-chih. tradition can best illustrate the spirit of the
Chinese lyrical tradition.
James J. Y. Liu notes that different interpretations of the word
chih would eventually lead to the formulation of different theories of
literature.29 However, a broader sense of both yen and chih might be
most adequate in our explanation. Chih should not be confined to mean
'heart's wishes' or 'mind's intents' only. Chih as the state of mind in its
entirety includes a person's feelings, intents, memories, inclination and
ideals. Since the state of mind is an undivided whole, its other
constituting parts are closely related to each other and united to form an
organic whole. Disclosure of any essential portion tends to reveal the
whole entity. Therefore the expression of a person's chih in poetry in
fact serves as a clue to his personality.
However, this undivided state of mind experienced by an
individual at a particular time and place is difficult to 'know' through
language. We have noted before that symbolic language is the proper
medium for representing lyrical experience in that it deals with sensual
impressions and their qualitative implications. This sort of symbolic
language is especially useful in representing the poet's state of mind
during creative moments since it is oriented towards the inner,
subjective world of imagination.
In the beginning of this chapter we had already noted that the
Chinese belief in the paradoxical nature of language resulted in the
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preference for brevity in poetic expression. The emphasis on the virtue
of brevity does take into account the function of language as a medium of
expression, but it also calls for the ultilization of other artistic media
to achieve maximum effect in verbal expression. With this in mind it is
no longer sufficient to define yyeen only as discursive or analytical
language. Yen should be understood as symbolic representation which
encompasses artistic media such as rhymes, cadence, tonal pattern,
musical elements and imagery. This interpretation of yen may account
for the creation and continuing significance of the symbolic device of
parallelism in Chinese lyrical poetry, especially in the form of the
1 -shih.
Adopting a broader understanding of the yen-chih compound, the
doctrine shih yen chih logically transcends the limited meaning of
"poetry verbalizes the heart's wishes" into the aesthetic theory of the
representation of the state of mind or personality through artistic and
symbolic devices. This aesthetic concept serves as the theoretical basis
for the genesis of the 10-shih which strives to express the poet's state
of mind in a strict, formalistic design of structural and musical
elements.
Personality and the Chinese Lyrical Tradition
It is necessary here to take a brief look at the significance of
the notion of 'personality' in the Chinese lyrical tradition. Ve have
mentioned before that because of the mutual complementation between
man and Heaven, ultimate value of the universe can be internalized in the
heart of man. As a result, individual morality becomes the focus of the
value-system in China. This quest for moral perfection probably arises
out of the concern for immortality and eternal value in a non-religious
culture. In a humanistic culture like that in China, the notion of minq
(reputation, fame) ranks high in the value-system. Ming is the symbol of
one's personality. The personal airs and tone of a person is transformed
into a speakable and expressible item of minq. In the Wei-chin period a
man's social and political status are decided to a very large extent by the
standard or level of his minq. The appraisal of personlity in this period
gradually develops into the evalution of the minq of people. The
preservation of one's minq and its reception and recogition in society is
a cherished alternative for immortality. The preservation of a man's
minq ensures the immortality of his spiritual value, and serves as a
compensation for the dissolution of things in time. It acts as a kind of
humanistic immortality greatly treasured by the Chinese. The
establishment of one's minq is as valuable as li-gonc (achievinc
accomplishment) and li-t 丨議 (establishing moral examples) in th
Chinese culture- tnnether thev constitute the Three Immortalitie;
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In the previous discussion of the Chinese lyrical tradition we
have noted the representation of the chih or state of mind of the poet as
the main theme of Chinese lyrical poetry. We have also pointed out that
this chih or state of mind embodies the personality in its entirety. The
representation and preservation of the poet's personality in poetry is
significant in that it not only preserves the poet's minq, but also exerts
influences on other people of his time or in the subsequent ages. The
preserved chih or ming in poetry may be read by other people, and in the
reading process a kind of transitivity may occur in the reader's state of
mind which is affected by what he has read. The reader in the course of
reading, may identify himself with the self of the poet and the poet's
true nature may thereby be known by others:
None may see the actual faces of a faraway age, but by viewing
Lheir writing, one may immediately see their heartsminds32
A poem is the manifest form of the state of mind of an individual, and
this manifestation is, in its turn, directed to others minds. Poetry is the
means by which a person's true nature might be recognized, both by his
contemporaries and later generations. An understanding reader is the
true friend' (chih-vin ) who knows the tone' and perceives the
poet's true nature through its literary manifestation in the poem. A
chih-yin could share the poet's inner experience and even identify with
the self of the poet in the reading process. By writing a poem, the poet
seeks such a chih-vin--one whose mind can appreciate the poet's own
mind and share his experience of the world. And for a chih-vin. the poem
is the most perfect means to reveal the inner man. Po Chu-yi
(772-846) is certainly a chih-vin of Chang Chi died 780) when he
writes in his Reading Chang Chi's 'Old Ballads
Words is the sprout from intent;
Acts are writing's root;
Thus as 1 read your poems,
77
I know the man you are.
1I1
Harmonv and Self-containment
It is widely accepted that 'harmony' and 'self-containment' are
predominant concepts in Chinese cosmology and philosophy. Unlike the
western belief in divine creation of the universe, the Chinese thinks of
the universe as a harmoniously functioning organism consisting of an
orderly hierarchy of interrelated parts and forces 34The cosmic
pattern of this universe is self-contained and self-operational, relying
on inner dynamics rather than external forces. This harmonious and
self-contained cosmology also generates an unique view of life based on
a distinct dialectics of harmonization.
Cheng Chung-yinc 成 defines the notion of harmony as
follows:
For any two distinctive co-existing or succeeding forces,
processes or entities, if there are mutual complementation and
mutual support between the two, so that each depends on the
other for strength, actuality, productiveness and value, then we
can say that these two form a harmonious whole and an organic
unitv35
The definition notes the involvement of two distinctive elements or
entities in the course of harmonization. A kind of dialectical relationship
is therefore intrinsically generated in the process. Cheng calls it the
dialectics of harmonization, and it is a common dialectics for both the
Confucianists and Taoists as a means and a model for conceiving,
analyzing and treating the problem of harmony and conflict in the world
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and human life."36 In the dialectics of harmonization, differences and
conf 1 icts can be resolved by men's adjustment to the world through
transformations. Since differences and distinctions of things are just
relativities and polarities generated by the ultimate reality of the Tao,
they are ontologically equivalent and thus complementary by nature. They
can be resolved by a process of adjustment to the world, by way of man's
moral transformation and his understanding of the nature of reality.
Nevertheless, the dialectics of harmonization as the traditional
way of thinking in China must be distinguished from the western
dialectical mode of thinking namely the Hegel ian-Marxist dialectics. The
Hegel ian-Marxist dialectics believes in progressive evolution and
considers conflict as a constituting element of realtiy. So that
disharmony is unavoidable or even necessary in the process of change.
Whereas the Chinese dialectics of harmonization holds that harmony is
the essential nature of reality and any conflict arises in the process of
harmonization can be finally resolved.37 This distinction is necessary
when we come to the discussion of the dialectical mode of thought
embodied in the 1 -shih. We must understand that harmony but not
conflict is the ultimate ideal in the Chinese dialectical mode of thought.
Therefore to interprete Chinese lyrical poetry in terms of 'tension or
'conflict' is not totally irrelevant though, albeit dangerous and
misleading.
In the previous discussion we have noted the notion of harmony
as a distinguishing characteristic of the Chinese lyrical tradition. The
oneness of the poetic act in lyrical poetry presumes that the hsin-china
(self) and the wu-ching (world) must be united to form a harmonious
whole. This harmonious whole of the self and the world is naturally
defined by a sense of self-containment and self-contentment. The unity
of the self and the world is self-contained and self-contended since it
does not refer outwardly to the contextual world. The self and the world
are related to one another in terms of harmony rather than conflict and
contradiction. It is with this understanding of the oneness of the self and
world that we propose to define harmony as an essential feature of the
Chinese lyrical tradition.
With the dialectics of harmonization as the dominant mode of
thinking in China, the notion of harmony naturally becomes dominating
concept in Chinese philosophy of life. The Taoist philosopher Chuang Tzu
skillfully elaborates a similar idea of harmony in his concept of ho 和
Seeing in the clearest light the Power which is in heaven and
earth—it is that is meant by being, from the ultimate root and
ultimate ancestor, in harmony with Heaven; it is the means to
adjust and attune the empire and be in harmony with men. Being
in harmony with men is called 'the joy from man,' being in
harmony with Heaven is called 'the joy from Heaven.' (The Way
of Heaven)3
肩 入 ; … 《 巧 销 大 下 ， 肩 人 ; 者 々
I
Chuang Tzu relates the ultimate nature of both man and the universe to
the concept of 'ho.' 'Ho' means not only harmony, it is the unifying
principle of resolving conflicts and differences. Adopting a process of
harmonization as the guiding principle in life, it follows that man and
the universe are united in what the late Thome H. Fang 銶 美
calls 'a
system of comprehensive harmony. The system of comprehensive
harmony is a system embodying all the living and the non-living in the
universe. Fang argues that the state of comprehensive harmony is made
possible through sympathetic unity of man with other beings:
In experiencing the preciousness of our own life we come to
sympathize with the life of other man, to consort with the life
of every man, to penetrate into the life of everything, and
finallly to have union with the vital impetus of the great Tao,
making the inner and outer worlds to be inseparably one.This is
the great function of sympathetic unity, bringing the moral life
of mankind into perfection.41
The notion of sympathetic unity is in fact another name for the Chinese
philosophical dictum t'ien-ren he- 人 ― (reciprocal communion). The
concepts of reciprocal communion and sympathetic unity further
elaborate the metaphysical concept of harmony and provides it with a
realistic dimension in the moral and social life of the Chinese people.
Hsu Fu-kuang also notes that Chuang Tzu's concept of 'ho' aims ultimately
at a state of fulfillment of all things. Here we recognize the common
Confucian and Taosit belief in the dictum ch'eno-chi ch'enq-wu 4
35
(the completion of the self necessitates the completion of things).42
In the previous discussion of harmony we can pin-point two
important items relevant to our understandng of the Chinese lyrical
tradition: 'interiorization' and 'self-containment.' The concept of
interiorization has been mentioned before, but together with the
concepts of reciprocal communion and sympathetic unity we are able to
get a deeper understanding of its significance in Chinese culture. Man is
in complete harmony with the cosmos through reciprocal communion. It
follows that man is a miniature copy of nature and the mind of man is
also the 'cosmic mind.' Like the self-generated and self-contained
universe, man can realize and fulfill his ideals all by himself, without
relying on any external forces. A cultivated self is a self-contained being
independent of outer reference. Inner cultivation and moral perfection of
man are the righteous way to achieve ultimate value and meaning in life.
The perfection of oneself is the perfection of the whole world. Any value
in life is intrinsic value since the value of the world is already
immanent in the heart of man.
The spirit of interiorization and self-sufficiency is precisely
the spirit of the Chinese lyrical tradition. The representation of the
state of mind of the poet is the defining feature of the tradition. The
state of mind expressed is thought to be self-contained for it embodies
all kinds of feelings, impressions and meaning comprehensible by the
poet in his encounter with the living world. The state of mind
represented in poetry is all inclusive, at least theoretically, and is
believed to be all that the poet can get hold of at the moment of his
contemplation.These states of minds transform themselves to become
harmonious worlds depicted in the lu-shih. These harmonious worlds are
constructed upon balanced, parallel designs in both syntactic and
rhythmic levels which together constituted the overall structure of the
lu-shih.
We have mentioned before that polarities and relativities are
generated in the process of harmonization. All things are composed of
polarities which are either complementary or opposite. Cheng Chung-ying
lists a number of polaristic structures evidenced in Chinese ethical,
social and political areas of human experiences. Among which the
polarity of the inner and outer (nei and waj 411711 ) is the most important
and generates other polarities like the polarity of self and others. The
outer may be referred to as the objective environment and society,
whereas the inner is the subjective self-existence or mind. This
dichotomy of the self and others represents two orders of reality. The
problem of maintaining a balanced and harmonious unity between these
two realities becomes a prime concern for the Chinese intellectuals. It
has also become an imminent trouble for the Chinese poets in their
encounter with the outside world. The dilemma of shi and y|n
(serve vs. resign) is a painful experience for the Chinese literati. It
constitutes an important theme in Chinese poetry in that we find poets
lingering along the margin of society, unable to choose between
participation or seclusion. Kao Yu-kung indicates that the estrangement
from others is a recurring motif in the lu-shih. In the final couplet of the
lu-shih. the recurring motif of estrangement from others serves as a
variation of the main theme or lyrical core of the poem 44 The role of
this motif as variation in the lu-shih wil be discussed more throughoutly
in the third chapter of my thesis.
Integration of the Lyrical Subject and the Lyrical Object
With the principle of comprehensive harmony as the keynote of
Chinese cosmology and metaphysics, it follows that the western mode of
bifurcation is not applicable in the Chinese mode of thinking. The duality
of subject and object is replaced by integration and unity. The
integration is most visible if we considered the Chinese view of nature.
Nature and man are in harmonious unity instead of rival duality. Mutual
transformation and communion between man and nature ensure their
integration to form an organic whole. Only with this understanding of a
harmonious view towards nature are we able to comprehend the bulks of
Chinese landscape poetry celebrating the happy union of man and nature.
The poetic subject and the poetic object in the poem merge to form a
harmonious world in which distinction between the two is no longer
desirable.
In an essay entitled The individual and the world in Chinese
methodology, Tang Chun-i arrives at the conclusion that 'the
relation of the individual subject and the objective world is usually
thought of by Chinese thinkers as in one ultimate harmony.'45 Tang cites
the Chinese version of the words 'host and guest' (chu and pir 1 , or jen
and china 9人 ) to illustrate there is no bifurcation between subject
and object. The treatment of subject and object as a host-guest
relationship clearly indicates that the relation of the subjective
individual and the objetive world in the Chinese minds is one of
harmonious co-existence
The Taoist master who brilliantly and frequently elaborate
upon the relation between the subject and object is Chuang Tzu. He treats
the issue in his writings by means of parables. We learn from his famous
parable of the dream and the butterfly:
Last night Chuang Chou dreamed he was a butterfly, spirit
soaring he was a butterfly (is it that in showing what he was
he suited his fancy?), and did not know about Chou. When all of
a sudden he awoke, he was Chou with all his units about him. He
does not know whether he is Chou who dreams he is a butterfly
or a butterfly who dreams he is Chou. Between Chou and the
butterfly there was necessary a dividing; just this is what is
meant by the transformation of things.47
The elimination of distinction between Chuang Tzu and the butterfly is
the result of integration between the subjective (Chuang Tzu) and the
objective (the butterfly). Chuang Tzu and the butterfly are united to
form an organic whole. No distinction of parts is possible in this organic
unity. Hsu Fu-kuan relates this integration of the subjective and the
objective to Chuang Tzu's concept of 'wu-hua 0 (transforming with
things).4® Wu-hua is the mutual transformation of beings, and thereby
the removal of the barrier between them. Chuang Tzu's refusal to make
distinctions between things formulates an unique mode of aesthetic
perception. This unique mode of aesthetic perception has profound
impacts on Chinese arts and poetry. The subjective self and the objective
reality is no longer distinguishable from one another in the process of
artistic creation. Therefore it is not without ground to say that the
transcendence of the duality between the subjective consciousness and
the objective reality is the basic mode of aesthetic thinking in China.
This ideal of integration found its excellent expression in
Chinese paintings and poetry. Man as comtemplating subiect is
undistinguishable from the objective reality he is perceiving. In Chinese
lyrical poetry, the poet and the poetic setting usually merge to form a
harmonious whole. The popular term ch'ing-china chiao-juno
(fusion of scene and feeling) illustrates plainly the integration of the
subjective consciousness and the objective reality is an ideal in the
Chinese poetic tradition. The natural conjoining of the subject and the
object brings about the unique qualities of naturalness, spontaneity and
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suggestiveness of Chinese poetry. And these qualities are considered as
the very standard for evaluation in the Chinese lyrical tradition.
We provide here only a brief account of the issue of the
integration of the subject and object in the perspective of Chinese
epistemological and philosophical thinkings. We will further investigate
the issue again when we come to discuss its significance in the genesis
of the lu-shih in the next chapter.
Lyrical Moment and I mmedi acy
In discussing the oneness of the poetic act in the Chinese
lyrical tradition we have noted that the unity and supremacy of ..the
lyrical self in Chinese lyrical poetry. The poet's lyrical self serves as
the center of gravity in the poem. A unity of setting is achieved in the
poem with the lyrical self acting as the center of reference. The created
world in the poem is reduced to one single point of view, one moment, or
a series of moments of feelings, vision, or awareness of the lyrical self.
Everything, including elements of 'there' and 'the past,' is linked to this
lyrical center of the self in the immediate presence of the 'here and now.
Although reminscience and fantasy may be included in the immediate
feelings, they must adopt a 'present' state of being before they can
become part of the lyrical moment. This lyrical moment is by and large
fleeting and momentary. It is only a momentary suspension experienced
by the lyrical self in a particular time and place. However, since we
know that in the course of 're-experience' the self and world are united
to form one continuam; the symbolic world created from this unity
defers any frame of reference of time and place. It is a timeless reverie
of self-containment. The lyrical moment of momentary suspension is
transformed into a poised moment of everlasting value.
The importance of this intense lyrical moment is illustrated in
the familiarity of such critical concepts like chih-hsun 直 tang-hsia 驾 下
ju-tsai mu-ch'ien 40 in traditional Chinese criticism. These
critical concepts serve as touchstones for poetical works. Chow
Tse-tsung considers the 'beauty of immediacy' as the outstanding
character of Chinese poetry In order to achieve the state of
immediate beauty in the poem, the poet has to transform his lyrical
moment into a moment of everlasting value.
Since the lyrical moment in a poem is the moment (or
re-created moment) of the poet's encounter with an evocational reality,
it must rely on the lyrical self and the lyrical presence as its framework
of perception. Yet time is ever-changing and feelings and emotions would
soon pass, to become reminiscences. How is it possible for the poet to
capture the fleeting experience and invests it with everlasting value?
Chow Tse-tsung argues that the time-consciousness of the Chinese,
together with the distinguish features of the Chinese language, work to
generate the beauty of lyrical immediacy in Chinese poetry. From the
very beginning in history the Chinese has developed a sophisticated
sensibility of time in their cosmology and philosophy. The ancient
Chinese thinkers talk of changability and evolution in terms of such
concepts as yin-vana 6 and the Five Elements 17 , With such an
early record of time-consciousness the Chinese is able to develop their
self-consciousness. Consciousness of the self can only develop in the
framework of time. In fact, the word shih embodies a two-fold meaning
of 'flowing' and 'direction'. Both carry the underlying qualities of the
concept of time. Shih is therefore the expression of personal
consciousness about the everchanging universe in terms of intense
feelings and emotions. But unlike their western counterparts who strive
to capture and organize the outside world according to their subjective
consciousness, the Chinese lyrical poets aim at a genuine integration
with the world whom they encounter with emotions and feelings. This
may be explained by the fact that the Chinese view towards nature is one
of harmony rather than conflicts and contradictions.
Linguistic Foundations of Lyrical Immediacy in Chinese Poetry
One of the most familiar constituents of poetry, particularly
of the lyric, that will not be found in much of Chinese nature poetry is an
identifiable grammatical subject. This is the remarks of Eugene
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Eoyang in his essay discussing the image of self in Chinese poetry. This
distinctive feature of omitting the syntactic agent in Chinese language
does not contradict with the highly developed self-consciousness of the
Chinese, instead it enriches the potentialities of the Chinese language as
a medium of poetic expression. Without identifying the lyrical subject
help to shorten the 'distance' between the poet and the reader and
transform the 'Erlebnis' into shared universal experience of every
potential reader. Reader can easily identify himself with the lyrical
subject in the poem and thus achieve a sense of immediacy in the reading
process. Moreover, the omission of personal pronouns enables the lyrical
subject to interiorize the exterior elements in the poem. That is to say,
the poet can identify himself immediately with the poetic objects
because he is present everywhere in the poem.56 Therefore, both the
poet and the reader can identify immediately with the poetic setting, and
it strengthens the sense of immediacy of the lyrical moment.
The absence of time-inflection is another characteristic of the
Chinese language. It is not that the Chinese lack a consciousness of time.
Instead, the absence of time-inflection in the grammar reflect their
longing effort to achieve a state of timelessness. A highly developed
time-consciousness naturally gives rise to a concern for immortality and
eternity. Besides other futile attempts to achieve eternity, a kind of
psychological satisfaction can easily be attained by neutralizing the
past, present and the future to form an eternal 'presence' through
reminisence and imagination. This kind of psychological satisfaction,
however void and undepend3ble, can be obtained by using infinitive forms
in recording actions and experiences in writings 57 A sense of eternal
presence can easily be achieved without time-infection in grammar. It
serves as a convenient vehicle for lyrical expression. The lyrical moment
in a poem is endowed with a sense of eternity and immediacy. Past
experiences and future expectations are neutralized to become lyrical
presence. Boundary between reality and the dreamworld dissolves,
history and myth merge to form a moment of revelation that is both ideal
and everlasting. This moment of revelation is witnessed in the two
middle parallel couplets of the lii-shih, and especially in the type of
huai-ki (Evocations of the Past) lu-shih in which history am
myth are blended to form an idealized world of experience. It is
commonly acknowledged that the structure of language and the mode of
thinking of a people are closely related to each other. The
characteristics of the Chinese language certainly lends itself to the
pursuit of Ivrical immediacy in Chinese poetrv.
The pursuit of an immediate, everlasting lyrical moment ir
Chinese poetry can be traced back to the notion tang-hsia chi-shi
rooted in Chinese culture. We have mentioned before the characterise
of 'interiorized value' in Chinese philosophy of life. Value in life can b
immediately attained in the heart without any outward reference.
Meaning of the Tao is inherent everywhere. The notion mu-chi tao-tsun
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(what the eye sees is where the Tao resides) suggests that what one
sees and encounters in daily life already embodies truth and meaning.58
So that unlike the western poets' indulgence in metaphysical meditation
and mythic imagination, Chinese lyrical poets concentrate on the
depictions of ordinary human and natural phenomena. They believe. that
much of the meaning in life are inherent in common experiences of
everyday life. Immediate surroundings are the locus of their poetic
expressions. Immediacy of the poetic setting helps to retain much of the
freshness and spontaineity of the lyrical moment, and thereby turns it
into a moment of eternal value.
We have accounted for the notion of immediacy, together with
the suspension of lyrical moment in the Chinese lyrical tradition in
terms of linguistic and cultural elements. With justifications from a
wider perspective, we are able to understand how the attainment of
immediacy becomes the touchstone for poetic genius in the Chinese
lyrical tradition. Cecile Sun Chu-chin remarks in her dissertation that
"to keep this moment alive with all its freshness and spontaneity is, for
the Chinese, the essence of lyrical poetry." Chinese lyrical poets try not
only to capture the freshness and spontaneity of the lyrical moment, but
also transforming that transient moment into a poised moment of
revelation and illumination with everlasting value. It is a commom
experience for readers of Chinese poetry to be totally arrested in a
lyrical moment of immediate beauty and solemnity, thereby bringing
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him insights and revelations in life.
We shall see in Chapter Four how the formalistic designs of the
l -shih facilitate the actualization of this immediate lyrical moment as
the core of the lyrical experience in Chinese poetry. And how the
evolution of the Chinese lyrical tradition crystallizes in a unique poetic
genre which embodies the essences of the tradition.
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Parallelism: A Conceptual Account
The prime concern of my thesis as discussed in Chapter One is
an investigation of the lu-shih as an aesthetic form of the Chinese
lyrical tradition. And in that connection the lu-shih is suggested as one
of the most perfect and representative poetic forms of the Chinese
lyrical tradition. The second concern of my thesis as detailed in
Chapter Two is to trace the genesis of the lu-shih in traditional
Chinese poetic consciousness. Since the lu-shih is the product of a long
and complex process of poetic developments, to provide a full account
of its genesis is beyond the scope of my present study. I shall therefore
concentrate my discussion on parallelism which is the most prominent
poetic feature of the lu-shih. My discussion is divided into two
different but related aspects: conceptual and technical. In this Chapter
I intend to provide initially a conceptual account of the genesis of the
lu-shih in traditional Chinese poetic consciousness. By conceptual I
refer to the genesis of the art of parallelism in traditional Chinese
literary concepts and theories.
Kao Yu-kung has once remarked that the lu-shih is
the cumulative product of a long and complex process of poetic
evolution in the Chinese lyrical tradition. As a sophisticated poetic
mode, the lu-shih is the end-product of the configuration of various
poetic theories and concepts of the Chinese lyrical tradition. In the
following discussion I am going to investigate these theories and
concepts one by one and see how they converge to engender the
lu-shih.
I) Shih Yen Chih 5
In chapter one we have mentioned the dictum shih ven chih
(poetry expresses intents) as the most influential doctrine of the
Chinese lyrical tradition. However, as the fountainhead of an age old
poetic tradition, shih ven chih inevitably underwent revisions and
elaborations in different stages of poetic developments. To trace these
developments within the Chinese lyrical tradition, let us quote once
more from the Major Preface for the convenience of discussion:
Poetry is where the intent of the heart [or mind] goes. Lying in
the heart, it is 'intent'; when uttered fn words, it is 'poetry.'
When an emotion stirs inside, one expresses it in words;
finding this inadequate, one signs over it; not content with
this, one sings it fn poetry, still not satisfied, one
unconsciously dances with one's hand and feet. Emotions are
uttered in sounds, and when sounds form patterns [wen], they
are called music. The music of a well-governed world is
peaceful and happy, its government being harmonious; the
music of a disordered world is plaintive and angry, its
government being perverse; the music of a vanquished country
is sad and nostalgic, its people being distressed. Therefore,
nothing approaches the Book of Poetry in maintaining correct
standards for success or failure [in government], in moving
Heaven and Earth, and in appealing to the spirits and gods. The
former Kings used it to make permanent [the tie between]
husband and wife, to perfect filial reverence, to deepen human
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From the above quotations we learn that the dictum shih yen chih
embodies both the expressive and pragmatic aspects of poetry. In
emphasizing 'an emotion stirs inside' in the course of poetic creation
the Major Preface already regards emotion to be an important
substance of poetry. However, different interpretations of the crucial
word 'chih'(personal intents) would give rise to different concepts of
poetry. And it so happens that critics and scholars in the Hart dynasty
-tu (206 B.C.-A.D.220) choose to interpret the word 'chih' in terms of
moralistic and didactic terms. They believe that the chih expressed in
poetry necessarily carries moral purposes, or at least should be
morally orientated. The Han critics claim that they inherit their
concept of poetry from Confucius's comments on the Book of Poetry:
The Three Hundred Poems mav be summed up in one phrase:No evil
thoughts' 1 ? This remark
obviously betrays a pragmatic concern with the moral contents and
effects of poetry. Such praqmatic concerns eventually crystallizes in
the so-called shih-chiac .(the teachings of the Book of Poetry!
which emphasizes exculsively the moral implications of poetry. The
dogma shih-chiao continues to dominate Chinese critical thinking until
the Six Dynasties [A. D.222-589).
Besides this pragmatic tendency there is yet another aspect
that deserves our attention concerning the dictum shih yen chih. It is
true that to define poetry as an expression of 'personal intents' is
basically expressive. Yet the pragmatic concerns of the Major Preface
do not favor interpretation of poetry in terms of emotional and lyric,
visions. Emotion stirred within is interpreted by the Major Preface as
a mere reflection of political and social conditions. The pragmatic
pronouncements of the Major Preface reduce poetry to a means of
achieving political, social and moral purposes. Too much emphasis on
the social and political motives of poetic creation may be at the
expanse of the emotonal nature of poetry. It is during the Six Dynasties
that poets and critics begin to formulate different concepts of poetry
other than the orthodox Confucian view. And what is even more
important is that the liberation of the critical vision engenders, for the
first time in the history of Chinese literature, conscious efforts in the
theorization of literature.
2) shih yuan ctfina (poetry traces emotion
In the above discussion we have seen how the doctrine shih
yen chih, which acts as the fountainhead of the Chinese lyrical
tradition, is dogmatized by the Han critics and becomes a didactic
formula in the teachings of poetry. Further developments of the poetic
tradition have to wait until the Six Dynasties when drastic cultural and
ideological changes lead to the transformation of critical
consciousness. This transformation in the Chinese lyrical tradition can
be seen as a reflection of the maturity of lyricism. Political and social
turmoils follow after the fall of the Han Dynasty. Political and military
chaos bring about drastic and at time even traumatic changes in the
established codes of behavior and the value-system. The orthodox
teachings of Confucianism are put in temporary suspension. Taoism
flourishes once again and Bua'dism gains popularity among the
intellectuals. These changes in ideologies hve profound effects on the
critical consciousness.4 In the first place, literature is no longer
considered as a means to achieve social, moral and political purposes.
The intrinsic value of literature is now praised:
As an object, literature presents many appearances;
As form, it undergoes constant changes.
In joining ideas together, one esteem skill;
In choosing words, one should value beauty.
As for the alternation of sounds and tones,
They should be like the five colors enhancing each other
荩 麵 狗 七 ’ 窆 ； 其 态 散 七 ； | 遠 。
Apart from joining ideas together, writing skill and the form of
beauty are stressed in literary writing. Secondly, the suspension of
dogmatic Confucianism stimulates the growth of critical thinkings.
Critics begin to acknowledge literary creation as an aesthetic
activity and distinguish it from academic or scholaristic activities
The aesthetic and lyrical qualities of literature are emphasized and are
regarded as equally important as their political functions. It is with
this awakening in the critical consciousness in the Six Dynasties that
Lu Chi
,261 303) is able to formulate his famous doctrine of
poetry:
Poetry [shih] traces emotions and should be exquisite as fine
patterned silkP
洛 喊 勤 爲 身
(WCNP 260)
The above quoted line from Lu Chi's Wen Fu (Exposition On Literature)
identifies the expression of emotion and the aesthetic qualities with
poetry. Unlike the interpreters of the dictum shih yen chih. Lu Chi
chooses to define poetry in terms of emotion. The replacement of the
word 'chih' (intent) with the word 'ch'inq' (emotion) is significant in
that it signifies a shift of emphasis from moral to lyrical concerns in
understanding the nature of poetry. The word chih has long been
interpreted as having strong moral implications. Lu's definition of
poetry in terms of emotion therefore witnesses a turn in the critical
consciousness. Although in his Wen Fu Lu Chi combines various theories
of literature, the singling-out of 'emotion' as as essential substance of
poetry is epoch-making in the development of Chinese poetic
consciousness
The emphasis of the expression of emotion in poetry is also
evidenced in the critical writings of other Six Dynasties critics. In his
famous work Wen-hsin tiao-lunq (The Literary hind and the
Cravings of Dragons) Liu Hsieh makes freguent mentions of the word
ch'ing (emoton):
Therefore, emotion is the warp of literary pattern 8




When the emotions are moved, they express themselves in
words.
0
it has been estimated that the word ch'ino has occurred over one1 1 Tl.
hundred and forty times in the Wen-hsin tiao-lunq. From the above
quotations it is obvious that Liu regards emotion as essential
substance of poetry.
With Lu Chi and Liu Hsieh propagating emotion as the essential
substance of poetry, the expression shih yuan ch'ing gradually
establishes itself as a doctrine and is raised to the same level of
importance as the doctrine shih yen chih. Some even regard shih yuan
ch'ing as a reaction against the former shih yen chih. Yet to see the two
doctrines as completely different and incompatible is getting only half
of the picture. From the very beginning the word chih in shih yen chih
has already embodied the notion of emotion: When an emotion stirs
inside, one expresses it in words
I
That is the
reason why in Chapter One we choose to adopt a broader sense of chih
to include a person's feelings, intents, memories and ideals. It is only
after the dogmatic interpretation of the orthodox Confucianists that
the meaning of chih is confined to mere moral contents. The
contribution of the formula shih yuan ch'ing lies in its transcendence of
the orthodox critical thinkings and reaffirms the lyrical quality of
Chinese poetry. Chinese lyricism reaches its state of maturity with the
introduction of the doctrine shih yuan ch'ing. In this sense the doctrine
is not seen as a reaction against the doctrine shih yen chih. but instead
serves as a supplement and elaboration of it. The word ch'ing
supplements and enlarges the narrow sense of the word chih. In fact
subsequent developments in Chinese critical consciousness show that
many critics and poets prefer to understand ch'ing and chih as one thing
instead of two distinguishable items in poetry. They believe that ch'ing
and chih are two sides of the same coin, and cannot be differentiated
from each other. The subsequently developed formulation of 'ch'ino-chih
he-i lur [The Theory of the identification of ch'ing and
chih) maintains that poetry fulfills both expressive and moralistic
purposes. what is expressed in poetry is an undifferentiated oneness
of the poet's experience that encompasses all his feelings, thoughts and
reflections at a particular moment.
We have pointed out in Chapter One that the notion of
'interiorzation' is the outstanding characteristic of Chinese culture. It
is evident in Confucian, T'aoist and Buddist thinkings. The notion of
interiorization arises chiefly out of the Chinese belief in a reciprocal
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communion between man and the universe. Reciprocal communions
enable man to arrive at a state of 'real unification' with the universe,
thereby unifying man and the universe into a whole. The means to
achieve this unity vary in different schools of thoughts. The Confucians
believe that moral cultivation is the right way to arrive at the state of
unity with Heaven (universe). The Way of Heaven is described by the
Confucians as embodied in man's own good nature. Therefore to
cultivate one's own good nature is a way of achieving communion with
the Way (or Tao) of Heaven, and at the same time integrates oneself
with the Tao and create a unitary whole of man and Heaven. The
Taoists, on the other hand, advocate the abondonment of conceptual
thinking and perceptive knowing to achieve the state of integration
between man and the universe. They propose a process of 'negation' to
arrive at an undifferentiated oneness with the universe. Nevertheless,
both the Confucian and Taoist stress the importance of the integration
of the subject and object in the communion with the universe. We will
take up the subject-object issue again in the next section when we
come to discuss its significance in Chinese poetic consciousness. At
the mean time we notice that the notions of interiorization and
communion with the universe would generate the belief that the
ultimate value in the universe can be 'internalized' in one's heart. If
communion and identification with the Tao is possible, then the heart
of man can well be the 'cosmic mind.' The ultimate value in the
universe is believed to have been internalized and embodied in the heart
of man. Man is, therefore, the microcosm par excellence. Simple, daily
perceptual experience can be transformed into interiorized value which
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is thought to be meaningful and valuable.
The inner experience is transformed in poetry to become an
'interior landscape' of the poet through a process of 'lyric
interiorization.' By 'interior landscape' we refer to an externalization
of the poet's ching and chih. In other words, the poet tends to
interiorize the exterior elements in poetic creation. Exterior elements
or settings in poetry are thus a projection of the poet's ch_ing and chih.
The above mentioned ch'ing-chih he-i lun is therefore best understood
in terms of this notion of lyric interiorization. Representation of the
poet's ching and chih in its totality (inculding all mental activities and
attributes) is achieved by projecting the poet's subjective
consciousness into the outside world. The total realization of the
poet's ch'ing and chih at a particular moment is accomplished through a
process of lyric interiorization.
It is therefore obvious that the ch'ing-chih he-i lun is a
crystallization of traditional Chinese poetic consciousness which, as
we have pointed out in Chapter One, puts emphasis on the total
realization in words of man's momentary inner experience. Given this
poetic ideal of total realization of the poet's ch'ing and chih, the
Chinese poets strive hard in search of a poetic mode that can fully
embodies their poetic ideal. Their ideal poetic mode come at last with
the appearance of the l -shih.
It is necessay here to provide a general description of the
properties of the l -shih before carry on our discussion. The l -shih is
a poetic mode unique in its formalistic design and symmetrical
structure. It is considered to be the most important innovation in Tang
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poetry. In both rhythmic structure and thematic organization, the
10-shih strives to achieve balance, regularity, and totality. Each poem
should consist of eight lines of uniform length, either five or seven
characters. The eight lines are grouped into four couplets. Parallel
construction in the middle two couplets tends to create within them a
self-contained, symbolic world of inner experience. The juxtaposed,
symbolic world of experience is framed by an introduction(the
introducing first couplet) and a conclusion(the concluding final couplet)
to constitute the poet's finalized vision of his idealized world of
experience. Details of the meanings of the intricate formal design of
the lu-shih will be further analyzed in the last chapter. It is enough
here to point out how the 10-shih serves as an idealized poetic mode for
the realization of traditional Chinese poetic consciousness. The formal
structure of the li -shih, which exhibits a complete and unitary state,
provides an ideal mode of expression for the total realization of man's
momentary inner experience. As a representative poetic mode of the
Chinese lyrical tradition, the overall design of the li -shih is deeply
rooted in traditional Chinese thinkings and critical consciousness.
Besides the ideal realization of the poetic consciousness of
ch'ing-chih he-i lun, there is yet another outstanding quality that
characterizes the lu-shih as an aesthetic tenet of the Chinese lyrical
tradition. It is the integration of the subject and object in the 10-shih.
The belief in the solidarity of the subject and the object also stems
from evolution within traditional Chinese poetic consciousness. In the
following section we are going to trace the origin of this belief in the
subiect-obiect intearation and see how it serves as a prerequisite for
the genesis of the lu-shih within the Chinese lyrical tradition.
3) kan-wu lun (The Theory of Response to Objects)
We have just seen how the shift of emphasis from the moral
to the emotional concerns of poetry create a new concept (shih yuan
ch'inq) of poetry in the Six Dynasties. This new transformation in
critical consciousness in turn stimulates the formulation of other
literary concepts as well. The doctrine shih yuan ch'inq vividly reveals
the aesthetic and lyrical qualities of poetry by stressing the
expression of emotion. But subjective feelings alone cannot explain the
very act of poetic creation. Feeling and emotion arise mainly out of
man's response to the external world:
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To his theory that 'poetry traces emotion' Lu Chi adds that the emotion
thus expressed are the results of the poet's sensitive response to the
external world. Feeling and emotion are not self-generating; it depends
on the objective reality as its catalyst and object of projection. It is
true that the Major Preface has noted the role of objective reality in
the poetic process; yet its pragmatic tendency confines the objective
reality mainly to its social and political dimensions. It is not until the
Six Dynasties that critics begin to discover the important role of
natural objects in the poetic process. The role of the natural objects
are given full attention; and they subsequently given rise to the kan-wu
lun of the Six Dynasties period.
Here we must define the meaning of the word wu (things)
before proceeding with our discussion. The Chinese wu can be taken to
mean anything apprehensible by the human mind, including abstract
ideas and imaginary things. Yet a narrower sense of the word suits
our discussion here since the Six Dynasties critics use the word to
refer to objects and things in the physical world. I venture to refer wu
to objects and phenomena in the natural realm; including things like
birds, plants and flowers on the one hand, and phenomena like seasonal
changes on the other.
Like his predecessor Lu Chi, Liu Hsieh observes too the
importance of the objective reality in poetic creation:
Man is endowed with seven emotions. When stimulated by
external objects, these emotions rise in response. In




Spring and autumn roll around, succeeding one another,
and the yin and vang principles alternatively darken and
brighten. When objects in the physical world change, our
minds are also affected.
春 脉 代 為 ， ？ 食 咚 舒 慘 ‘
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Here Liu Hsieh echoes Lu Chi's idea that emotion arises out of man's
response to the external world. Liu notes that seasonal changes
inevitably bring about emotional responses in the poet, which in turn
serve as the drive for poetic creation. The author of Shih Pin
(Classes of Poetry) Chunq Hunq 说 (483-513) also shares a similar
idea of poetic creation:
The vital force (ch'i) stirs objects, and objects move people;
hence one's nature is agitated, and this is embodied in dancing
and singing.
的 成 ： 爲 牲 请 ； 的 讀 、 爲 咏
The idea that poets respond emotionally to external objects and
express the emotive response in poetry is subscribed by both Lu Chi and
Liu Hsieh. We have noted the predominance of the kan-wu lun in the
critical writings of major Six Dynasties critics. They all observe the
important role of objects in the poetic process. The observation does
not, however, remain at the level of conceptual thinking only. It exerts
significant influences on Chinese poetic develpoments, and gives rise
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to new poetic modes such as the landscape poetry in the Six Dynasties.
Since the interactions betwen man and the objective reality are
sources for poetic creation, it follows that not only the emotional
responses be included in the expression the objects involved would be
given a place in the verbalization. Moreover, the description of concrete
object is a convenient way of expressing emotion. Natural object is at
once the stimulus of emotion and vehicle of poetic expression. Natural
objects and phenomena become a new focus of poetic expressions. This
change in the poetic consciousness stimulates the developments of
sophisticated poetic devices which finally pave the way for the genesis
of the 10-shih. The evolution of these poetic devices and their
subsequent effects on the genesis of the 10-shih will be discussed in
Chapter Three when we come to investigate the technical aspects of
the genesis of the 10-shih.
In the above discussion we have provided a brief description
of three major doctrines of the Chinese lyrical tradition. We have seen
how the concept of poetry shifts from the moralistic (shih yen chih) to
the expressive (shih yuan ch'ing), thereby giving a more important role
to the object in poetic creation. With this understanding of the nature
of poetry another important issue concerning poetic creation finally
emerges--the problem of the interplay of the subject and object in the
poetic process. Both the doctrines shih yen ch i h and shih yuan ch' i ng are
concerned only with the expression of 'subjective experience' in poetic
creation. With the introduction of the essential role of object through
the ken-wu lun the issue of the interlav of the sub iect and obiect in
poetry inevitably catches the attention of the Chinese poets and
critics. Throughout the history of Chinese literature the problem of the
fusion of ch'ing and china (scene) in poetry is a recurring and
controversial issue. Numerous critical writings are devoted to the
anatomy of the issue. Before carrying on with our discussion there is a
need to clarify the meaning of the notion of ch'ing and chinq first. In
the previous discussion we have already interpreted ch'ino as referring
to the emotion or inner experience of man. The word china, on the other
hand, refers to scene or external settings. Then how is it different
from the word wy? In Chinese critical terminology the word wu is
often used together with the word china—ching-wu (scene and
object) is combined to mean environmental settings and objects in the
physical world. Scene is in fact made up and composed of various kinds
of objects.While the word china is always used in contrast with the
word ch'ing, the word wu is often used in contrast with the word 'wo'
(1) in Chinese critical terminology. Therefore the notion of ch'ing and
ching in traditional Chinese critical consciousness is in fact the issue
of the interplay of the subject and object in poetry.
There are volumonous Chinese critical writings discussing
the notion of ch'ing and ching. Yet the common view of the Chinese
critics towards the issue is summarized in two familiar expressions:
'ch'ing-ching hsiang-sheng (an interplay of scene and
emotion) and 'ch'ing-chinQ chiao-iunq (a fusion of scene
and emotion). The two terms describe the successful conjoining of
scene and emotion in poetry. Besides, the term 'hsiang-sheng'
(mutual generation) implies a kind of dynamic relationship or interplay
between scene and emotion in poetry.18 in fact, scene and emotion are
considered as one unified whole in traditional Chinese critical
thinkings. One of the most famous advocates of the oneness of scene
and emotion is the philosopher and critic Wang Fu-chih 1
(1619-1692):
Ch'inq and chinq are two in name, but inseparable in reality. In
the best poetry, they subtly conjoin, allowing no barrier. Good




In the above quoted lines Wang tells us that in reality, ch'inq
and chinq are never separated. He asserts that 'inner experience'(ch'inq)
and 'external world'(chinq) are only two names by which we refer to
two aspects of reality and not two separate entities. Wang's
observation is remarkable in pointing out the solidarity of 'l'(wo) and
'objects'(wu). and the inseparability of inner experience from the
external world. Wang's view of the solidarity of the subject and object
is representative of Chinese critical thinking. As have been mentioned
in Chapter One, the idea of the solidarity of the subject and object is
basic to traditional Chinese thinking. This basic mode of thinking
originates partially from the Chinese view of the nature of the
universe. In Chapter One we noted that 'harmony' and 'self-containment'
are predominent concepts in Chinese cosmology. A distinct dialectics
of harmonization that resolves conflicts and differences in the world
characterizes the Chinese cosmology. Differences and distinctions of
things are just relativities and polarities, there are no true opposites
in the universe. In this universe, man and the external world are united
in an inalienable bond. Man constitutes part of the universe which is an
organic whole encompassing all the living and non-living. Chuang Tzu
summaries it in his statement: Heaven and earth were born together
with me, the myriad things 3nd I are one
培 菸 悉 一
X 0
Man and the universe are united in perfect harmony
through reciprocal communion. The notion of t'ien-jen he-i 天 人 今 一
(innate harmony between man and the universe) affirms the solidarity
of man and the external world.
It is with this belief in the solidarity of man and the external
world that ch'ing and china are considered by the Chinese as
inseparable entities. It is interesting to note that the critical terms of
ch'ing-ching hsiang-sheng implies a dynamic and reciprocal relation
between ch'inq-chinq. For if in reality ch'ing and ching do not exist as
separate entities, it follows that objects such as birds, flowers, hills
do not constitute a ching(scene) until the consciousness of the
poet(ch'ing) transforms them into one. On the other hand, because the
Chinese conceive of the subject-object relationship as one of
solidarity and reciprocal implication, ch'ing is not the poet's emotion
that exists all by its own. Ch'ing is the poet's consciousness 'of' the
external world he encounters, and it cannot be separated from the
external world. At this point, it immediately reminds us of the
phenomenologist's belief of the solidarity of the subject and object in
the literary work. The phenomenological literary critics emphasize the
'intentionality' of the author's consciousness of and relationship to the
external world as expressed in the literary work. The stress of the
intentional act of the author's consciousness resembles the Chinese
belief of the transformation of the external world into a ching in
poetry by the poet's consciousness. In the literary work, subejct and
object are mutually implicated:
Consciousness is an act wherein the subject intending and the
object intended are reciprocally implicated (and wherein the
subject is real and the object is real, i. e. truly emanating
from the outside).
The phenomenological critics maintain that since both the subject
intending and the object intended are real and reciprocally implicated,
the literary work reveals as much about the world as it does about the
self. It comes close to the Chinese belief in the fusion of emotion and
scene in poetry. These similarities between phenomenologists and the
Chinese critics, observed by James J. Y. Liu, may arise from an
underlying affinity between phenomenology and Taoism 22 For it is
known that the works of the Taoist philosopher Chuang Tzu, exert
profound influences in the shaping of Chinese literary theories. Chuang
Tzu's concept of nature and man's relationship to it affects profoundly
the concept towards the subject-object dichotomy in Chinese critical
thinkings.
In his Chinese Theories of I iterature James Liu calls thosi
theories of literature influenced by Taoist thinkings 'metaphysical
theories' (Liu uses the word 'metaphysical' in a Chinese context as
distinct from its usual application in western philosophy). The
metaphysical theories are based on the concept of literature as a
manifestation of the principle of the universe(Ta 11 . 231 do not
intend here to give a full account of the metaphysical theories or
Chuang Tzu's concept of literature. I will restrict my discussion to
those concepts of Chuang Tzu that provide relevant information to our
understanding of the issue of subject and object in Chinese critical
thinkings.
It is no exaggeration to say that the Chuang Tzu has
influenced Chinese artistic sensibility more profoundly than
any other single book. Although not concerned with art or
literature but with philosophy, it has inspired poets, artists
and critics for centuries with its ideas about self-oblivious
contemplation of Nature leadinq to intuitive union with the
Tao.24
Such are the remarks of James Liu in his Chinese Theories of
Literature. Chuang Tzu's notions of mystical union with the Tao,
intuitive cognition of and selfless identification with things and
refusal to make distinctions all proved fruitful for later Chinese
literary critics. We are now going to see how these concepts of Chuanc
Tzu affect and shape the Chinese critics' concept concerning the
subjcet-object relationship in poetry.
Chuang Tzu regards the Jao as the ultimate principle of the
universe which trandscends both nature and man. Yet the Tao is not a
transcendental being existing above nature; it is the unitary principle
of all things and immanent in the totality of all being. The Chinese
metaphysical critics believe that literature( by which is meant chiefly
poetry) is a manifestation of the Tag. This concept of a fundamental
accord between literature and the lag is actually shared by both the
Taoists and Confucians alike. The concept of the Tag is shared by both
the Taoists and Confucians with only a difference in emphasis. The
Taoists emphasize the importance of man's relation to nature and his
apprehending the Tag and living in harmony with it; while the
Confucians thought of the lag primarily in moral and social terms.
Therefore it is no surprise that many Chinese critics may be Confucian
in their philosophical orientations and yet accepting a Taoist concept
of Tao as part of their theory of literature.
If literature is the manifestation of the Tao, then a question
arises immediately as to how the author is able to apprehend the Tao?
According to Chuang Tzu, the Tag is not to be apprehended through
perceptual and conceptual mode of knowing. Perceptual and conceptual
modes of knowing are incomplete and imply a separation between one's
self and object. A kind of intuitive cognition is preferred in which one
is advised to:
Drop your form and body, reject your hearing and eyesight,
forget your place in the hierarchy of things, then you may join
in great unity with the infinite.
I4
One who forget about things and forgets about heaven is
called a self-forgetter; when one has forgotten one's self
this is called enterina heaven.
乞 秀 狗 分 天 ， 其 夂 土 乙
夂 乙 之 人 ， 足 入 祝 天 ：
In this state of intuitive union with the Tao, one no longer makes
distinctions between one's self and the universe. When the self has
been forgotten, there is no longer a barrier between subjective
consciousness and objective reality. One will then identify oneself
with everything in nature: Heaven and earth were born together with
me, the myriad things and I are one. It is called the 'transformed state
of beina' (hua-chinc . The transformed state is to be achieved
through the practice of 'mind's abstinence' (hsin-chai
Don't listen with ear, but listen with the mind, [better still],
don't listen with the mind, but listen with the spirit [ch'i].
The ear stops at listening, the mind stops at matching [things
with concepts], but the spirit is empty and receives all
things. Only the T'ao will gather where emptiness is, and
emptiness is what is meant by 'mind's abstinence.'28
VI“
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To pratlce 'mind's abstinence' one must abandon sense-perception
(listening with the ear) and conceptual thinking (listening with the
mind). Only through intuitive cognition (listening with the Spirit) car
we enter the transformed state of union with the Tao. the state of
integration in which the subject-object dichotomy is resolved.
It must be remembered that although Chuang Tzu advocates
the forgetting of the self in intuitive cognition, he does not eliminate
the function of the selfZ The subject-object relationship is a
mutually implicated one in the final transformed state of being. The
self may also influence the world:
His [the sage's or perfect man's] single mind reposed, the ten
thousand things submit—which is to say that his emptiness
and stillness reach throughtout Heaven and Earth and
penetrate the ten thousand things.
Both the subject and the object are mutually implicated in the
transformed state of intuitive cognition, neither is eliminated in the
course of cognition. This is what I have noted in the previous
discussion of the reciprocal implication between 'ch'inq' and 'chinq' in
Chinese poetry.
Besides, the intuitive cognition cannot be achieved without
effort. Long period of intense concentration and self-discipline is
needed to achieve intuitive cognition. Chuang Tzu relates several
parables about craftsman whose skill cannot be prefected without
prolonged concentration and practice.
We have noted that although Chuang Tzu himself does not
discuss poetry, his notions of mystical union with the Tao, intuitive
cognition and selfless identification with things all proved fruitful for
later literary critics. The so-called Chinese metaphysical critics all
ground their conception of literature in Chuang Tzu's notion of
transcending the duality between subjective consciousness and
objective reality. Critics like Liu Hsieh, Ssu-k'ung T'u (837-908
Yen Yu (f 1.1180-1235), Hsieh Chen 谢 務 C1495-1575) and Wang
Fu-chih all regard the integration of subjective consciousness and
objective reality as an achievement of poetry. I shall not engage in a
discussion of their respective literary concepts for this is beyond the
scope of my present study. What I am interested in is how this notion
of the solidarity of the subject and object acts as an prerequisite for
the genesis of the lu-shih.
The belief in the solidarity of the subject and object,as we
have seen, arises from the configuration and convergence of major
Chinese poetic doctrines. The fusion of 'scene' and 'emotion' becomes
one of the most time-honored qualities of Chinese poetry. This poetic
ideal of the fusion of scene and emotion is demonstrated exclusively in
the formal design of the lu-shih. With its parallel construction and
symmetrical structure, the lu-shih embodies a poetic framework of
regularity and totality that greatly facilitates the integration of the
subject and object. Moreover, the solidarity of the T and 'things'
necessary implies a harmonious union between man and the external
world. This harmonious union is a 'transformed state of being' in which
distinctions and differentiations betwen one's self and the world no
longer exist. All entities of being are united in one, harmonious and
self-contained world. This kind of harmonious, self-contained world is
Iwitnessed in most of the Iti-shih. in which the poet's state of mind at a
particular moment is representated as a self-regulating, symbolic
world of experience. Parallelism in the lu-shih creates within the
poetic structure a self-regulating, self-contained world of experience.
In order to verify the above argument so far discussed in abstract
terms, I shall now analyze one typical pentasyllable lu-shih as an
examDle:
'Dwelling in the Mountains: An Autumn Evening'
Empty mountains after a recent rain:
The air, since evening, autumnal.
The bright moon, amid the pines, shines.
The clear stream, over rocks, flows.
Bamboos clamour: returning washer-women
Lotuses move: descending fisher-boats.
As it wishes spring fragrance may cease:
The prince naturallv can stay.-5'
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The above poem is a famous lu-shih by Wang We (701-761). Wang
Wei describes in the poem his experience of dwelling in the mountains
The first couplet conveys a sense of tranquility of the poet s rustic
retreat into nature, and provides information about the time of the day
and the weather. It is the middle two parallel couplets that constitute
the core of the lyrical experience. The two parallel couplets display a
static equivalence in nature. Things are placed side by side in total
harmony, without any clear subject-object distinction. In line 3 Wang
Wei renders a potentially transitive verb 'chao' 1135166
places the transitive word at the end of the line instead of the more
common word order with the transitive verb immediately following the
subject. Hence, the objects (the bright moon and the pines) are not
presented as acting upon one another in an agent-receptor relationship,
but rather as two things existing side by side in total harmony.2
In the third couplet, man does not occupy the usual subjective
status of a observer. Instead, the usual subject-object status is
reversed to illustrate there are indeed no privelaged objects in nature.
All things are equal and enjoying the same status in nature. In each line
we notice an effect of nature first—the rustling among the bamboo and
lotuses—before discovering the reasons for the noise and motions—the
human activities of the washer-women and fishermen.
Although the language of the final couplet does move from the
imagistic to the propositional, in expressing an opinion the speaker
does not distance himself from the scene just depicted. For finally he
decides to stay in the mountains, to submerge himself in nature and
become part of it.
Throughout the poem Wang Wei refrains from obtruding upon
the scene and instead suggests the integrality and equivalence of man
and nature. The poem embodies the fusion of emotion and scene and the
integration of man and nature in an atmosphere of quiet containment. A
quiet, self-sufficient world is created with the harmonious union of
man and nature.
In presenting my argument that the lu-shih is the
accumulated product of the convergence of major Chinese poetic
theories, I am not suggesting that the lu-shih is the only poetic mode
that serves as an idealization of the traditional Chinese poetic
consciousness of ch'inQ-chino he-i and chu-k'o he- 立 - (the
solidarity of the subject and object). Much of Chinese lyrical poetry are
concerned with the representation of the poet's state of mind. The
fusion of scene and emotion is witnessed in other poetic modes and
genres (such as the chueh-chii 於 勺 ： in the Chinese poetic tradition. In
the previous discussion, what I have tried to suggest is a conceptual
framework for the genesis of the lu-shih within the Chinese lyrical
tradition. Since the lu-shih embodies within its poetic structure ideals
and norms of the Chinese lyrical tradition and hence provide a perfect
mode of presentation for the realization of these ideals and norms, its
claim to be an aesthetics of that tradition can be duly justified. This
is precisely what I intend to prove in my thesis. With regard to the
detailed demonstration of the lu-shih as an aesthetic form of the
Chinese lyrical tradition, I reserve that for the final chapter when we
come to the analysis of its overall sturcture and design.
Notes
Kao Yu-kung, Wen-hsueh yen-chiu t'e mei-hsueh wen-t'i
Chuna-wai Literary Monthly vol.7, 12
(May, 1979) 47
o
In Chuna-kuo rnei-hsueh shih tzu-liao hsuan-oien
(Peking, 1980), p. 130, Hereafter abbreviated as CKMH. Translator
based on James J. Y. Liu, Chinese Theories of Literature(Chicago and
London, 1975), p. 119.
3 CKMH, p. 14. Translation from James Liu, p. 108.
See Chuna-kuo wen-hsueh p'i-Dino shih
彳 齒 爻 枣 批 砷 定
(Shanghai, 1981), pp. 83-85. See also Mao Chung-san, Tsani-hsinq vu
hsuan-li (Hong Kong, 1963)
5 CKMH,p. 156. trans. Liu, pp. 101-102.
8 Ibid., p. 156. trans., Liu, p. 28.
' Yu Wan, Chuna-kuo ku-tien mei-hsueh ch'u p'ien
(Wuhan, 1986),p. 15
8 Vincent Yu-chung Shih trans., The Literary Mind and the Craving of
Dragons(Honn Konn. 1983). dp. 338-339. The Chinese text is also based
on this bilingual edition.
Ibid., pp. 340-341.
10 Ibid., pp. 306-307.
Pe Wen, Shih yuan ch'ina Dien Chengtu, 1986), p. 30.
'2 Yu Wan, pp. 17-18. See also Pe Wan, p. 22.
13 CKIiH, p. 155. trans., Liu, p. 72.
'4 Lin 5huen-fu, The Transformation of the Chinese Lyrical Tradition
(Princeton: Princeton Univ. Press, 1978), p. 10.
'5 Shih, pp. 60-61.
16 Ibid., pp. 476-477.
17 CKMH, p. 212. trans., Liu, pp. 76-77.
Cecile Sun, A Sense of Scene, Diss. Indiana, 1982, p. 38.
-Chuno-kuo li-tai wen-lun hsuan ed. Kuo-shao-yu
(Hong Kong, 1979), vol. 3 p. 32. Translaton from Wong Siu-kit, Ch'ing
and chirtg in the critical writings of Wang Fu-chih, in Chinese Approach
to Literature from Confucius to Liang Ch'i-ch'ao. ed. Adele Austin
Rickett (Princeton, 1978), p. 131.
2(3 Chuano-tzu tsuan-chier 141 , ed. Ch'ien Mu (Hong Kong,
1963), p. 17. Trans., Liu, p. 59.
2' Robert Magliola, The Phenomenological Approach to Literature: Its
Theory and Methodology, Language and Style, vol. 5 No. 2. 80.
22 James Liu, pp. 57-61.
23 Ibid., p. 16.
24 Ibid., p. 31.
25 Ibid., pp. 16-17.
26 Ch'ien hu, p. 85. trans. Liu, p. 31.
27 Ibid., p. 95.
28 Ibid., p. 30 trans., Liu, p. 31.
Pauline Yu, The World of Wang Wei's Poetry: An Illumination of
Symbolist Poetics, Diss. Stanford, 1976, p. 4.
30 Translation from Burton Watson, The Complete Work of Chuang-tzu
(New York, 1970), p. 372.
31 Tano shih san-pai shuo hsiang-hsi Taipei, 1980), p.
149. Trans. Pauline Yu, p. 227.
32 Yu, p.228.
Chapter 2
Parallelism: A Technical Accounl
in the last Chapter we have provided a conceptual basis for
the genesis of the lu-shih in traditional Chinese poetic consciousness.
In this section we are going to provide a technical account of the
genesis of the lu-shih. Among the formal features of the lu-shih,
parallelism is the most outstanding characteristic that differentiates
the lu-shih from other poetic modes of Chinese poetry. In the following
discussion we will try to demonstrate how this essential formal
feature of the lu-shih emerges as an inherent product of traditional
Chinese poetic evolution.
We have noted in the beginning of Chapter Two that although
the conceptual and the technical account of the genesis of the lu-shih
are treated separately, the two aspects are closely related to each
another. The formal properties of the lu-shih owe its very appearance
to developments and transformations within the Chinese poetic-
tradition. In discussing the notion of kan-wu lun we have already
pointed out its subsequent effects on the development of Chinese
poetic consciousness. The most important effect is that natural
objects and phenomena become a new focus of poetic expressions. This
is witnessed in the nourishment of landscape poetry and 'vunq-wu'
poetry (poems on objects) during the Six Dynasties period. Liu Hsieh
notes this change in the Chinese poetic consciousness with these
insights:
Recently, literary writers have emphasized resemblance in
description. They pierce through to the inner structure of a
landscape and penetrate the appearance of plants. Whatever
their theme, they usually succeed in expressing something
deep and profound in their poetry.To achieve perfection in the
description of things depends on an intimate knowledge of the
fitness of terms for certain specific descriptive purpose.
This perfect aptness of the happy expression to the form of
things may be likened to the relation between a seal and the
seal ink paste, for the impression made reproduces the seal
exactly to the minutest detail without furtherr carving and
cutting. Because of such skill, we are able to see the
appearance of things through the descriptive words, or to
experience the season throuqh the diction.
I4
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In the above passage Liu pin-points an important dimension with regard
to this change in poetic consciousness—resemblance in description. As
natural objects and settings are ultilized as vehicles of poetic
expressions, it follows that its success as a medium of expression
depend on the degree of perfectability achieved in the description of
things. Resemblance in description best fulfills the role of objects as
vehicles of poetic expressions. Moreover, the traditional Chinese belief
in the solidarity of the subject and object also implies the importance
of description of object in poetry. Since the subject and object are
thought of as an undifferentiated totality, the resembling description
of the object necessary conveys and uncovers nature and essences of
the subject.
If description has been regarded in the past as mere
background for the lyrical expression in ancient Chinese poetry, it now
becomes the primary element that defines the subject of poetry. No
longer decorative or accessory, the descriptive mode has for the first
time acquired a prominent status in Chinese poetry. A brand new
orientation in medieval Chinese poetics is thus generated—what Liu
Hsieh calls in the passage cited above the hsing-ssu concept
(meaning verisimilitude in its particular sense of presenting details so
as to give the semblance of reality)2 This new orientation in poetics
dictates that good poetry must be lavish in descriptive details, details
that capture the various perspective of things in order to achieve the
semblance of reality.
Yet the hsing-ssu concept would sustains its poetic ideal only
with the help of adequate descriptive device. How is it possible to
achieve resemblance in the description of things? What kind of poetic
device can best serves the specific demand of 'hsing-ssu'? Liu Hsieh
provides some hints in his passage when he writes:to achieve
perfection in the description of things depends on an intimate
knowledge of the fitness of terms for certain specific desriptive
purpose. To achieve resemblance in description involves the 'fitness of
terms.' Liu also mentions 'perfect aptness of the happy expression to
the form of things' as a prerequisite of resemblance in description. The
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question arises as to what kind of poetic device can provide us with
'the fitness of terms' and 'perfect aptness of the happy expression to
the form of things' in poetic description. A solution to the above
question finally appears to medieval Chinese poets with the
development and maturization of the art of parallelism.
Parallelism is unique and pervasive in the Chinese poetic
tradition. The parallel couplet is the basic unit of form in Chinese
poetry. It is true that parallelism can also be found in other literary
tradition, but it never assumes a complexity like that in Chinese
poetry. Parallelism is not a mere craft for superfluous embellishment,
nor is it one of those 'poetic devices' (among many others) of the
Chinese poetic tradition. The adoption of parallelism as a 'form' by the
Chinese poets is inseparable from their act of knowing. Chinese
parallelism roots itself deeply in Chinese cosmology and mode of
thinkinn 3
If a poetry promises to make human experience manifest and
lasting, to give the honest record of a particular process of
perception and thought, then it has a special allegiance to
nature............ 4
Thus remarked Stephen Owen in his Traditional Chinese Poetry and
Poetics in the chapter discussing the relationship between Chinese
cosmology and poetry. But in what way does poetry link with the
natural world? Let us learn again from the renowned Chinese critic Liu
Hsieh:
Wen, or pattern, is a very great virtue inoeea. It is porn
together with heaven and earth. Why do we say this? Because
all color-patterns are mixed of black and yellow and all
shape-patterns are differentiated by round and square. The
sun and moon like two pieces of jade manifest the pattern of
heaven; mountains and rivers in their beauty display the
pattern of earth. There are, in fact, the wen of Tao itself. And
as one sees above the sparkling heavenly bodies, and below
the manifold forms of earth, there is established a difference
between high and low estate, giving rise to the two
archetypal Forms. Man, and man alone, forms with these the
Great Trinity, and he was so because he alone is endowed with
spirituality. He is the refined essence of the five
elements—indeed, the mind of the universe. Now with the
emergence of mind, language is created, and when language is
created, writina aoears This is natural
才 阁 恍 为 ， 曰 尽 鲞 议 空 装 天 之 容 ； 从 “ 丨 碌 綺 ，
咬’球找乏士》； I
By linking literature (wen) with the configuration of natural
phenomena, Liu is able to trace the origin of literature to the beginning
of the universe, and to elevate literature to a status of cosmic
significance. He evolves skillfully the theory of multiple
correspondences between cosmic order and the human mind, between
mind and language, and between language and literature. Liu continues
to draw more analoaies between natural and human wen:
When we extend our observations, we find that all thing;
both animals and plants, have patterns of their own. Dragons
and phoenixes portend wondrous events through the pictures-
queness of their appearance, and tigers and leopards recall
the individuality of virtuous in their striped and spotted
variegation. The sculptured colors of clouds surpass paintings
in their beauty, and the blossoms of plants depend on no
embroiderers for their marvellous grace. Can these features
be due to external adornment? No, they are all natural.
Furthermore, the sounds of the forest wind blend to produce
melody comparable to that of a reed pipe or lute, and the
music created when a spring strikes upon a rock is as
melodious as the ringing tone of a jade instrument or bell.
Therefore, just so when nature expresses itself in physical
bodies there is plastic pattern, so also, when it expresses
itself in sound, there is musical pattern. Now if things which
are devoid of consciousness express themselves so extremely
decoratively, can that which is endowed with mind lack a
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Wen 又 aesthetic pattern, is the outward manifestation of some
latent order. From the primal configurations of Heaven and Earth down
to the animals and plants, each class of phenomena manifests wen
appropriate to its own kind. In the human, wen is manifest through the
89
essential human characteristic--'mind:' The outward, manifest form of
the activities of 'mind' is writing, or in its essential form, literature.
As the mind of the universe, the human is the only creature with
reflective consciousness. We have noted in the last section that the
'hsin', (mind) of man is regarded as the cosmic mind in Chinese
cosmology. Man is the third constituent in the Great Trinity of
Heaven-Earth-Man which serves as the model for the Myriad Things. Man
and man alone, through his feelings and emotions, and in his rapport of
transformation with the other two Entities, contributes to the process
of the becoming of the universe. And of that process, literature is the
outward manifest form.? The human wen (culture /literature/
embellishment) is logically enough then, constructed upon models of
the natural wen. Literary form has a close relationship with the larger
patterns of nature's formal operation. Yet how is nature operates? In
other words, what is the model of the natural order?
We have already mentioned in Chapter One that the universe is
conceptualized in paired terms in Chinese cosmology. The universe is
thought of as an organic totality that is divided into pairs of
opposition--the two basic entities being the yin and the yang. And out
of that initial division there begins a continuous process of binary
subdivision that culminates in the manifold particularity of the
universe. Every entity in the world is the combination of two essential
parts. The two distinctive elements or counterparts of an entity
mutually complement and support each other. They depend on one
another for their very existence. No entity in the world has any
existence or identity apart from certain essential relations to other
things. In a paper entitled The Structural Principle of the Chinese
World View, Kang Shin-pyo observes that the binary method of
classification is the primary mode of Chinese thinking:
The binary calssification of yin and yang is discussed in
various forms, such as man and universe, heaven and earth,
Being and non-Being, male and female, self and others, H
(principle or form) and chi (matter or content), hsinq (reason]
and ch'ing (emotion), knowledge and conduct, the one and the
many, good and evil, productin and destruction, and so on.®
The conceptual world is constituted of compound pairs, so is the
physical world. Vegetative life is ts'ao-mu (plants and trees),
landscape is made up of shan-shui (mountains and water). The
physical entities and their categories are defined by mutual antithesis,
and that is what makes them what they are.
The world is conceptualized in paired terms. A phenomenon is
analyzed by dividing and subdividing it into paired components. To
perceive the world well is to perceive its complex balances and
relations. A poetry that promises to present the natural world as it is
must embody these paired relations:
Nature, creating living beings, endows them with limbs in
pairs. The Divine Reason operates in such a way that nothing
stands alone. The mind creates literary language, and in doing
this it organizes and shapes one hundred different thoughts,
making what is high supplement what is low, and
spontaneously producing linguistic parallelism.
05’“
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The unit of such a poety will have to be a flexible form in which the
complex patterns of the world can be set side by side—a parallel
couplet. Parallelism is the formal linguistic manifestation of the
structure of the natural world.10 Yet it must be remembered that
unlike the western literary tradition, poetry in China is not truly
mimetic. Chinese poetry is considered to be the authentic presentation
of an experience, in the Platonic tradition mimesis ranks third after
turth, poetry is a secondary phenomenon.11 in the Chinese poetic
tradition the poet does not 'create', he merely participates in the
nature that is. The poet act as a medium in the world's coming to be, in
a process of universal manifestation. He is concerned with the
authentic presentation of 'what is', either interior experience or
exterior percept. What a man sees may well be the ultimate value to
which he orientates himself, as expounded in the notion of mu-chi
tao-tsun The poet's function is to see the order in the
world, the pattern (wen) behind its infinite division.
In the above discussion we have investigated the meaning of
parallelism in Chinese poetry in relation to models of the natural
world, and see how parallelism acts the formal linguistic
manifestation of the structure of the natural world. As the linguistic
manifestation of the universe, parallelism is an effective means
toward hsinq-ssu (semblance of reality). Certainly parallelism can
never reflect a formal likeness of nature in the literal sense of
Vhsinq-ssu. but no description is completely objective, and a literal
representation is rarely welcomed by the Chinese. Describing an object
is like appraising an individual—what is most important is to transmit
the spirit (ch'uan-shen In Chapter One we have noted the
importance of personality appraisal as an aesthetic concept in the
Chinese lyrical tradition and its relationship to the doctrine shih yen
chih. In poetry as in personality appraisal, the ultimate goal is to
enter the state of the Spirit( iu-sher The function of
description is to grasp the spirit of things, ana parallelism seem to
come readily as a convenient means of achieving this goal.
Let us now move on to analyze some examples of parallel
couplets to illustrate its meaning as the basic unit of form in Chinese
poetry. In literary Chinese most conceptual categories occur in
compounds of two characters. In a parallel couplet we often find these
very compounds alignes in parallel positions. Moreover, each line of a
parallel couplet can often be seen as the expansion of one term of a
common compound. A freguent example occurs in couplets describing
landscape—in Chinese, shan-shui. The general category through which a
poet conceives of his topic is a pair of terms, and those terms dispose
themselves each into one line of the couplet. The resulting couplet
consists of one line on a 'mountain' scene set in parallel to a line on a
'water' scene. The world is thought of in paired terms, and those same
terms serve as the basic of parallel relations in a couplet. Consider the
following parallel couplet taken from Ch'ien Ch'i' (772-780
lu-shih Sending Judge Yuan on his way back to his home in the
mountains
,i:
water spend-niqht follow fishermen fires (CTS 2635)
mountain travel arrive bamboo qate
ik 3 V
For night's lodging on waters, follow the fishermen's
fires:
Travel through mountains, reach the bamboo gate.
The two lines of the above couplet are bound together by the
juxtaposition of a mountain with a body of water. The established
compound of shan-shui best manifests the binary structure, and it is
the general category which classify the particularities of the scene. A
shan-shui is a collective whole that includes other elements besides
mountains and waters—fishermen's fires; bamboo gate and a human
traveler as well. The collective whole of shan-shui embodies other
concealed elements besides things of the natural world. The judge must
travel for 'days' through the mountains and rests by 'night' near the
waters. His 'going towards'(with the fishermen's fires) is also matched
by his 'arrival'(at the bamboo gate). Even the purely narrative element
has an inherent binary structure. A complete process of the experience
(the journey) is circumscribed by the antithetical components—rivers
and mountains, movement and rest, the implied passage of day and
night, going toward and arrival. By complementarity, the couplet
presents a 'whole' experience.
The parallel couplet always presents a complete unit of
perception or thought. A whole event or picture is created within a
parallel couplet in which the two lines respond to each other in mutual
complementation.
A parallel couplet presents the general categories such as
mountains and waters, heaven and earth in binary pairs; they are the
common and the familiar. Yet the couplet promises to reveal more than
the common, for its greatness lies in discovering concealed relations
amid familiar things of the world. The following couplet by Tu Hsun-ho
6 (846-904) reveals a rich complication of hidden relations:
(CT5 7925)
wind warm birds voices shatter
么寸
I！II
sun hiah flowers shadows lavered
乂3,11
The wind is warm, voices of birds shatter,
The sun is high, shadows of flowers in layers.] 5
At first sight, the couplet seems to embody merely a number of paired
terms of a representative scene in parallel positions. 'Wind' is matched
with 'sun' to indicate the atmosphere of a spring day; 'birds' is balanced
by 'flowers' as common signs of a spring scene; 'shadows' are set in
parallel to 'voices' to show the 'sound-and-sighf of the scene.
Representative sensations of representative phenomena of a spring day
is presented in perfect balance. Nevertheless, the living world is a
world of complications that always presents itself in a web of
relations lie hidden between the objects that appeared to us simple and
autonomous. The wind is warm, the voices of birds shatter, the two
seemingly autonomous percepts are in fact bound together—the warm
winds break up the songs of the birds. And similarly in the second line
the rising sun casts the thickest shadows through the flowering trees.
The winds of the first line borrows 'warmth' from the sun of the second
line; and in that bright sunlight, the birds are hidden among the
sheltering trees recogniziable only by their voices. The sun also lends a
sense of 'height' to the wind, and we look up to see a voice-shattering
wind that blows through the densely flowering trees of spring. Like the
shattering voices of the birds, the 'layered'(also heavy) shade of the
flowers will soon fall and blown away by the wind.
We have seen how parallelism reveals and discovers
concealed relations among things of the world. However, a parallel
relation only presumes some possible connection between the
juxtaposed terms. The precise nature of the connection remains open,
awaiting discovery. Elements of a scene in the parallel couplet are
often presented with all the simplicity and autonomy of perception. Li
Po (701-762) ultilizes a full range of parallel relations in a
couplet of perfect simplicity:
(CTS 1788)
heavens clear one aoose far
sea vast lone sail slow
湖 樣 帆 瘦
The sky is clear, a single goose afar;
The lake, vast—a lone sail moves slowly.
Li Po presents a parting scene in the most commom and general
categories of things, a lonely sailing amid the vast world of nature is
typical of parting poem in Chinese poetry. The goose is often associated
with the theme of parting and separation. Yet between these
generalities we intuit a wide range of parallel relations. Two vast
bodies of blue (heavens and sea) are each set with a speck of white (of
wild goose and sail). They are visual parallels and contiguous in the
field of vision. In the far distance the sea and sky seem to merge in the
horizon, so that it is also difficult to distinguish between the goose
and the sail; it is even more difficult to decide which part of the blue
(sea or sky) do they belong? Whether it is a goose in the sky(or in the
sea), or it is a sail in the sea(or in the sky)? Both the celestial and the
terrestrial objects can be substituted for each other. A multiple,
reciprocal relationship binds the two lines of the couplet firmly
together. Moreover, reciprocal relations become increasingly
complicated: the seemingly oneness of the sea and sky implies that a
sail on the distant sea may become in fact sailing through the sky.
Because in the distant horizon the sea and the sky seem to merge into
one entity, so that a far journey on the sea might looked as if sailing
through the sky. Thus the sailing further brings the two opposing
entities into one single whole. There is still another link that binds up
the complementary pair of goose and sail together. The sail in the
couplet carries the traveller away, while a goose in the Chinese
literary tradition is known to bring messages from far travellers. An
opposition is formed between the sail and the returning goose which
bring messages from far away places. It implies that the same goose
may bring message back from the lonely sail in the future. The far away
goose in the distance borrow a sense of slowness from the slow sail;
and the slow sail (which seems to carry the traveler too swiftly away)
barrow distance from the far away goose. Distance is known partly
from the slowness of the sail, and slowness is in turn explained by the
distance of the far away ooose. Distance and slowness serve as anotheri w
concealed relation that links up the binary pair of goose and sail.
The parallel relations between things are often lie hidden and
missing. Amidst the simple and direct presentation of the natural
world we have to discover those missing connections between
things—the hidden laws of nature's order. However missing ana
hidden, these connections are essential as the world is understood
more through the web of relations than through the things themselves.
So far we have seen how parallelism serves as an active
principle that join the lines of a couplet together. However, parallelism
may operate more broadly in the overall poetic structure. The internal
form of a parallel couplet may be repeated in a poem's larger pattern;
the established compounds and pairs that define the lines of a couplet
can also define the relations between couplets; and two couplets can be
read in much the same way in which the lines of a single couplet are
read. Take for example the famous lu-shih Looking at Mount T'aishan
by Tu Fu:
How about the Mount of Mounts?
From Ch'i to Lu, never ending green.
Great Transformation centers here divine beauty.
Shade and light divides here dusk and dawn.
Rolling chest: in it are born layers of clouds.
Eyelids strained to open by incoming birds from afar.
Ah! to stand atop the highest peak,





The poem is built on an architecture of antithesis: in the opening
couplet balance of question and answer; in the first half of the poem
impersonal voice set against the explicit presence of the poet in the
second part; in the present gazing toward (the Mount T'ai) matched by a
future gazing from. The future gaze from the summit in fact provides a
wishful answer to the question posed in the first line, a wish to
understand the difference between the Mount raj and all other
mountains (How about the mounts of mounts?). Throughout the poem the
established compound of 'far and near decides the sequences of
the poetic structure.
The first couplet describes the gazing from afar, follows by a
couplet describing a near scene; the third couplet which concentrates
on descriptions at hand is followed by a couplet intended for the widest
perspective. Tu Fu's poem demonstrates perfectly the parallel
balance in poetic structure. Parallelism acts not only as the active
principle of relation in the couplet level, but also as the unifying
principle of the overall poetic structure. Relations between the parts
of a poem may be as rich and complicate as the relation between the
lines of a couplet. The poetic experience inherits the antithetical
structure of the basic unit of form in Chinese poetry.
The Ching dynasty commentor Ch'ou Chao-ao 4
illustrates this balanced structure of the poem by the art of parallel
reading:
Written when gazing on the Eastern Peak (Mount T'ai). the
poem's meaning can be sketched in four layers. The first
couplet is of its color when gazing from afar; the second
couplet is its stance seen from up close. The third couplet is
the scene when gazing intently and minutely; the last couplet
is the subjective response when his gaze reaches its limit20
糾 知 雙 之 果 ， 土 糾 跑 雙 之 樣 。
Chou's interpretation is a reading of the poem as constituted of
balanced pairs of couplets, which in turn are made up of balanced pairs
of lines. Color (se 色 ) is the most apparent quality of the mountain
when seen from afar, stance (shih ) is the complementary quality
of majestic heights when seen from a closer distance. Chou's reading
illustrates the relation between the couplets as one of parallel balance
rather than of narrative sequence.
We are now convinced that literary parallelism grows out of
nature's own parallelism and stands for nature's form in language. Yet
the parallel couplet is itself a 'form', and form is nonetheless neutral.
Form is a mere geometry before we fill it with words and significance.
An accord may exist between nature's parallel symmetry and the
parallel couplet; but this is only one possible truth.21 Could the form
of couplet serves any other purposes besides revealing nature's parallel
pattern? Consider parallelism in Tu Fu's I Stand Alone'
Beyond empty skies, one bird of prey;
A pair of white gulls between river's banks.
Tossed by the wind, ripe for the striking.
All at their ease, they flit to and fro.
And on the plants the dew is full,
The threads of spiders, still not drawn in.
Fleaven's intimations, so close to man's affairs—
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Instead of echoing nature's parallel balance Tu Fu proclaims his
isolation in the title and the ending of the poem. In the first couplet it
seems at first glance that the bird of prey and the gulls are those happy
pairs of nature's parallel pattern. Yet a second thought tells the danger
within the pairs, the coming killing and destruction upon contacts
between them. We do not need parallelism to know the potential
relation between the bird of prey and the gulls; their coexistence
conveys not harmony but conflict. The first couplet serves to hold them
apart to avoid destructive collision; parallelism asserts here not
relation, but separation
The second couplet presents a contrast of peril and unconcern,
but it also holds the forthcoming collision in suspension. The
descending blow is deferred, action is delayed and blocked. Tu Fu
contemplates the scene right before the bloody collision; he uses the
couplet to set it in stasis. Orderly nature strives to operate with its
process of becoming; the couplet's order tends to halt it in stasis. It is
clear that the poet makes use of the couplet as a means to interrupt the
continuation of nature's narrative.
The sinister order of nature found its pattern repeated
elsewhere--in the imminent death of the plants from the cold dew and
the evil web of spiders waylaying their preys. Repetitions of the
pattern is meaningful in that repetition generalizes, and might
diminish the tension placed upon our attention by any one situation.
Repetition becomes not an act of progression but of deferment. The
story of the gull and the bird of prey stops at the first couplet, their
fate undeveloped. Tu Fu intentionaly employs the repetition to diminish
tension and awe created by the sinsiter order of nature. The scene of
the third couplet is also set in statsis—the plants are still there, the
spider waiting to strike. Action is deferred and held in expectation.
From the above analysis of the first three couplets we know
that the couplet as form becomes a means to oppose nature's order and
its becoming. The couplet can be used to isolate a process of becoming
and delay its consummation. There is yet another clue that betrys Tu
Fu's powerful motive in opposing nature's order. The gull and the bird of
prey are set in opposition to one another—the killer is 'beyond' (wai 11
the empty sky; the victims are 'within' (chien 9 ) the bounds of the
riverbanks. They seem to be intentionally separated from each other, (n
reality there is no barrier separating them, only emptiness separating
between. The imagined barrier set up by Tu Fu is generated out of the
antithetical form of the couplet; the form is used here as a willful act
to separate.
In the concluding couplet Tu Fu finally points out that the
above mentioned situations in the natural world are Heaven's
intimations' , revelations of the inherent order of the universe
and the process of its becoming. However, the form of the couplet
arrests danger at the first 'intimations' and allows the poet to
contemplate and reflect on it. Upon reflection the poet also discovers
similar danger in the human world—'man's affairs so close to heaven s
intimations.' Once again the form of the couplet enables the poet to
place himself beyond the deadly nature—to stand alone in isolation. To
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stand in isolation against those unsettling pairs endorsed with
imminent collision.
The poem I Stand Alone demonstrates exclusively the
neutrality of the form of the couplet: the parallel couplet can serve as
a means to thwart nature as easily as a manifestation of nature's
pattern. The parallel couplet is 'comfortable' when it embodies nature's
parallel order in its harmonious union and fruitful relation. In some
ways it is true that the comfortable vision of the couplet as, nature's
harmony can be attained. But in other ways and in other cases harmony
remains only an ideal in reality--a reality that sometimes contains
chaos and disorder. I n that case equilibrium is brought about through
the act of will, the couplet becomes more a form of control than a form
of manifestation.25
If nature is ordered in paralleled balance (as proclaimed in
ancient Chinese cosmology), the balance merely exists in nature's
parallel order where everything lies down pair by pair and is
'uninteresting.' Uninteresting since it is not endorsed with any
significance. Stephen Owen points out rightly that the couplet is, on the
other hand, an act of will that involves strong impluse of labour, it is a
delicate act of 'balancing' instead of mere 'balance.'26 He notes that the
difference between 'balancing' and 'balance' is vital because the former
implies a willful act to shape and control. Stars and the moon spread in
the sky flowers and birds scatter in their masses the couplet set
them in equilibrium through a willful act of balancing. It is interesting
for the scattered things and forces are held in check by the form of
control-- modifications are needed and equilibrium is sought amidst a
world of disorder.
At the center of parallelism lies the painstaking labour
required of all poetic writings. Chinese critics often use the word
'ch'iao' tt, t meaning 'artistry' or even 'artifice,' to refer to the
craftsman-like nature of parallelism. Liu Hsieh points out ching-ch'iao 5
(artistic refinement) as the highest esthetic value of parallel couplet:
In a verbal couplet, the beauty lies in artistry and cleverness
轉 26 Chuang Hung also uses the term 'ch'iao-ssu'
(artistry and verisimilitude) to praise the skillful parallelism of the
great landscape poet Hsieh Ling-yun 385-433)
There are strong reasons for the labour of the couplet to
enact such willful balancing. Consider the mutating universe, always
changing and dividing, unchecked by any constant norms except the
principle of change. The couplet holds this world in stasis: the birds
never dies, the flowers are never scattered by the shattering wind. Let
us take a look again on the couplet by Tu Hsiin-ho:
The wind is warm, voices of birds shatter,
The sun is high, shadows of flowers in layers.
In the above couplet a lovely scene of a spring day is depicted with
concentration and intensity—the widespread shadows of the flowers
are brought to a state of intensity by the rising sun. But intensity also
presumes dissolution which threatens the scene. The time will come
when the declining sun casts away the shadows, as the wind strips
away the shadow-casting flowers and the singing birds. The poet,
forseeing the ominous future, uses the couplet to hold this memorable
moment in stasis. No matter how fragile and undependable this stasis
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may be, it provides a prolonged moment of joy for the poet and may
serve as an compensation for the dissolution of things in time. To the
poet the couplet is symbolic of the lasting value of art against the pass
of time.28 It proposes to hold things in stasis and eternity. The couplet
preserves and opposes the dissolution of things in time. The form of the
couplet, then, may support the larger purposes of literature-- to
preserve the fame and experience of the poet.
The form of the couplet as an act of will is further
illustrated in the overall design of the 10-shih. Even though a 1u-shih is
made up of non-parallel couplets as well as parallel couplets, the
middle two parallel couplets constitute the core of the poem which
presents an idealistic and autonomous realm. This idealistic world is
framed by two non-parallel pairs which serve as an introduction and
conclusion respectively. In this sense, the idealistic world of the
parallel couplets in the middle is framed, symbolizing existential
limitations. The ideals can only be'realized against the prescribed
realm. Ideal ism is to yeild to the principle of reality. The wilful
balancing and control in the middle must give place to the non-parallel
concluding couplet where once again the dominion of time reasserts its
right over the living world. The harmony the poet forged in parallelism
is after all, atoken of mere will to harmony.
In the previous study we have discussed the nature ana
meaning of parallelism and demonstrated how the parallel couplet
cP11PQ acz a form of rnntrnl in the lu -shih. Moreover. parallelism in the
lli-shih involves parallelism not only on the verbal level but also on the
phonological level. So far we have only investigated the meaning of
semantic and syntactic aspects of parallelism in the lu-shih. In the
coming discussion we are going to analyze the nature and meaning of
tonal parallelism in the lu-shih.
As poetry is an oral-aural art, sound plays a role of supreme
importance. Poetry is an art that calls for a well-designed combination
of sound and sense:
Verse is at once a sequence of phonolgical units perceived as
separated, existing in isolation, and a sequence of words
perceived as welded units of phoneme combinations. And both
sequences exist in unity as two hypostases of one and the
same reality—verse. They form a correlating structural
• 29
pair.
In poetry, verbal parallelism is likely to be co-ordinated with the
prosodic structure30 Poetry is made up of a correlating structure of
both verbal and phonological sequence. In ancient China music and
poetry are thought of constituting a correlated whole:
Poetry expresses in words the intent of the heart,
songs prolong the words in chanting, notes follow the
chanting, and pitch-pipes harmonize with the notes.31
Verbal and musical elements are considered indepensable constituents
of poetry. In his Wen-hsin tiao-lunq -I ,Liu Hsieh comments on
the relationship between music and poetry by saying:
Poetry is the heart of music: sound is the bodv of music 32
90I
It is clear from the above quotations that music is considered as an
essential constituent element of poetry in the Chinese literary
tradition.
As Chinese is a tonal language, in which differences of
syllabic intonations are used to determine word meanings, the most
prominent factor that accounts for the rhythmic effect of the lu-shih
is the tonal arrangement. Apart from beino tonal, Chinese is basically a' w' J
monosyllabic language. The monosyllabic nature of the Chinese language
also undoubtly facilitates the formation of metrical patterns in
Chinese poetry. In short, the number of syllables in each line is
Identical with that of characters. And the number of syllables in each
line naturally determine its basic rhythm, Phonologically each word
may have a similar or dissimilar relationship with any other word.
There are four tones in Classical Chinese; they are p'ing nr
level tone; shano 丨上or rising tone, in which the sound of a word first
falls a little and then rises in its intonaton; cffu 1 or falling tone, in
which the sound tapers off; and jt 八 or enterina tone, in which the
0106 15 313(1111 36516 1(1 115 101131 1(1 031)9 101131
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grouped to form the deflected or tse 从
tone. Differences in tone not
only involve modulations in pitch but also contrast between long arid
short syllables. The regular alternative reiteration of two dissimliar
elements creates some rhythmic effect. The level and the deflected
tones are therefore used in alternations to create tonal patterns.
Metrical symmetry of the lu-shih first appears in the T'ang
Dynasty as a prosodic norm, it emerges as the product of a long and
complex process of poetic evolution dated back to the Six Dynasties.
Shen Yueh's (441-513) differentiation of the Four Tones
stimulates the development of strictly regularized metrical forms such
as the 'Yuno-mina Style' The metrical form of the Yung-ming
Style represents an important stage in the developments of metrical
patterns in Chinese poetry. The evolution from the multiple tonal
arrangements of the 'Yung-mina Style' to the prescribed tonal patterns
of the lu-shih is a process of simplification and regularity. Since this
complex process of poetic evolution is not the focus of my present
study, 1 do not intend to go into the controversial issues concerning
'The Theory of the Tones and Rhythms' What is significant
in my present study is how the metrical pattern works to contribute to
the overall poetic impact of the lu-shih.
Based on Wang Li's discussion, we may have the
following canonical tonal patterns of the heptasyllabic and
pentasyllabic lu-shih:
pentasyllabic A:
tse-ch'i shih 及 处 式











































The convention of the l'u'-shih dictates that there should be rhyme at
the end of even-numbered lines and that the rhymed syllable should
always be in the level tone. Thus, every even-numbered line ends in the
level tone while every odd-numbered line ends in the deflected tone.
Notice that the tonal schemes of hetasyllabic lines are composed by adding
two initial syllables of the opposite tone of the two beginning syllables to
the pentasyllable lines.
it is obvious that the above model tonal patterns are
constructed upon symmetrical framework based on the idea of correlation
and oppositions in tones. In the first place, within each line there are the
alternations between the level and the deflected tones in the stressed
syllabies(the stressed positions of the rhythm of the Chinese poetic lines
fall on the 2nd ,4th and 6th syllablesXSecondly, tonal oppositions occur in
the stressed positions between the lines of the couplet. For example, the
second and the fourth syllables of the third line belong to the same tonal
categories of the same syllables of the second line. The principle also
applies to the fourth and fifth lines. And finally, couplets are linked
together by tonal similarities in the stressed positions between the
neighboring lines of two adjacent couplets. Thus, the regular tonal
symmetry is formulated from both the idea of oppositions and similarity
in tonal construction. This idea of similarity and opposition reminds one of
Roman Jakobson's principle of equivalence:
The selection is produced on the base of equivalence,
similarity and dissimilarity, synonymity, while the
combination,the building up of the sequence, is based on
contiguity. The poetic function projects the principle of
equivalence from the axis of selection into the axis of
combination. Equivalence is promoted to the constitutive
device of the sequence. In poetry, one syllable is equalized
with any other syllable of the same sequence; word stress
is assumed to equal word stress, as unstress equal
unstress; prosodic long is matched with long, and short
with short; word boundary equals word boundary, no
boundary equals no boundary; syntactic pause equals
syntactic pause, no pause equals no pause. Syllable are
converted into units of measure, and so are morae or
stresses
By projecting the principle of equivalence from the axis of selection onto
the axis of combination, Jakobson is making the principle of equivalence
as the mark of poetry. But how much can we expect to approach the lu-shih
with a western-orientated poetic theory?
From Jakobson's theory we may infer that similarity is
essential to equivalence. But dissimilarity or opposition is also an
integral part, for Jakobson has made it clear by saying: The selection is
produced on the base of equivalence, similarity and dissimilarity. it is
obvious that equivalence encompasses both similarity and dissimilarity.
Kao Yu-kung and Mei Tsu-lin have made this point clear by saying that if
we bring two items A and B together and write an equation between them,
A=B, where the equal sign stands for the equivalence relation; A and B
must be partially similar and partially different. For, if they are totally
similar to each other, we would have A=A instead of A=B.5 And it would
be impossible for them to be entirely different. For, in the first place, if
they were completely different, they could not be brought together by an
equal sign. This concept of equivalence is also evidenced in traditional
Chinese mode of thinking. Ancient Chinese philosophers observe long ago
that it is a natural phenomenon that all things are partially similar and
partially different. The concept of the vin-yanq mutation in Chinese
cosmology best illustrates this idea. The Chinese philosophers think of the
sphere in which the yin-yang mutation operates as being divided by a curve
between the two opposite elements, instead of divided into two half
circles. The division by a curve indicates that there is a certain degree of
overlapping or inter-penetrating between the two opposite elements, thus
embodying the idea of an integration of similarity and opposition.
From the above canonical tonal patterns of the lu-shih we
noticed that tonal opposition existed in the interior of the line and
between the two lines of a couplet. These regulated tonal oppositions in
prescribed stressed positions are clearly based on the principle of
equivalence,for the meaning of equivalence embodies both similarity and
dissimilarity. The prescribed tonal oppositions of the lu-shih operate on
the base of dissimilarity. On the other hand, tonal similarities that link up
adjacent couplets are formulated through equivalence in similarity. In
short, the model tonal patterns of the lu-shih can be conceived of in terms
of the equivalence principle.
A temporal aspect of rhythm is created from the alternation
between the two tonal qualities in the stressed positions, similar to the
alternation between the stressed and unstressed syllables in accentual
languages.35
Another significant aspect of rhythm is the spatial relationship
inherent in the tonal pattern. As we know that a lii-shih is composed of
couplets, not just the individual lines; and the couplets is a basic unit of
form in the IG-shih, both semantically and metrically. The tonal design in
the two lines within each couplet is built on the principle of opposition.
According to the speech habit and the poetic convention, such an
opposition in tonal arrangement will encourage a centripetal pull within
the couplet. The metrical centripetal pull helps solidify the semantic
cohesion within a couplet.
As for the couplet level, identical tonal arrangement is
demanded in the adjacent lines of neighboring couplets. This identical
tonal arrangement will create a centrifugal force as against the
centripetal force generated from the opposing tonal arrangement within a
couplet. This centrifugal force between the adjacent lines of neighboring
couplets will broaden the gap between couplets. As we know that
syntactically and semantically one couplet is independent of the other, the
metrical centrifugal effect thus fuses into the syntactic, semantic break.
The centrifugal force between couplets tends to isolate each
couplet as an independent unit and further destroy the linear movement of
a poem. Each couplet serves to exist as an independent, tightly knit
integral unit of rhythmic progression. As a result the progression of the
poem is characterized by rhythmic discontinuity. The spatial aspect of
rhythm can be easily discerned from the above two model tonal patterns. It
is obvious that this spatial relationship helps to achieve a distinct
rhythmic balance within the tonal pattern of the lu-shih.
It seems that the discontinuous rhythm of the lu-shih would
therefore transform the overall tonal structure into isolated, fragmented
units. However, the rhyme scheme happens to serve as a unifying force
that bring the fragmented units into a unitary whole. The rhyme in the
lu-shih is restricted to fall on the even lines, and one single-rhyme of the
level tone is to run through the whole poem. The same end rhyme occuring
at the end of each couplet tends to bring them together to form a unitary
whole.
The balanced rhythmic symmetry of the lu-shih represents an
autonomous system generating on a dynamic process. We have mentioned in
the first chapter while discussing the Chinese lyrical tradition that the
Chinese conceives of the cosmos as a self-contained and harmonious
organism relying on some inner dynamics. The rhythmic structure of the
lu-shih can be said to be analogous to the traditional Chinese concept of
self-operating cosmology. Alternations between the two opposite tones
constitute the inner dynamics of the tonal pattern which resemble the
yin-yang mutation in Chinese cosmology.
So far we have discussed the significance of the rhythmic
structure of the lu-shih in abstract terms. In order to show the congruence
of meter and meaning, I shall now analyze two examples in turn to
illustrate how meaning is perceived through metrical properties.
The following is a five-syllable lu-shih, entitled Mount
Chung-nan by the famous poet Wang Wei(701 -761):
Chungnan ranges near the imperial capital,
Mountain upon mountain to sea's brim.
White clouds-looking back-close up.
Green mists-entering-nothing.
Terrestrial divisions change at the middle peak.
Shade and light differ with every valley.
To stay over in some stranger's house










With the exception of the four initial words in lines 2, A, 5, 7, and the
third and last words in line 1; the tonal pattern is identical with the first
model pattern. Since those words are unstressed, they are not to be
regarded as deviations from the model pattern. A centripetal pull is
created within each couplet from the symmetrical tonal oppositions,
tightening each couplet to form an integral unit. What is more significant
is that the sense of balance and self-closure of each couple projects from
the metrical level to the semantic level through the rhythmic balance.
With the exception of the final couplet, each couplet in the poem is a
spatial description of juxtaposted settings. The first couplet is a
description of the mountain from a distinct perspective. The first line
presents the mountain in its vertical sense as loomping up into the heights
of heaven. Line 2 conveys the sense of horizontal expansion through an
hyperbolic image. The second couplet describes the poet's gaze in two
different directions. In line 3 the poet turns to gaze into the distance
behind him where white clouds merged; and line 4 the gaze shifts ahead to
the 'emptiness' of the green mists in front. In the third couplet the poet
seems to have reached the summit and gazes from the highest point. Line 5
depicts the perceptible differences in the landscape below; and line 6
further supplements the depiction with the many dissimilarities in light
and shadow of the mountain which can be seen from the summit.08
Parallel constructions of the couplets enhance the
self-enclosure and autonomy of each description. As each couplet is made
up of balanced, juxtaposted depictions of binary perspectives, the spatial
relationship between each scenic setting appear to have an internal
quality. There seem to be no 'external' relationship, for such parallelism
reinforces the impression of an autonomous world. This is further
strengthend by the balanced rhythmic structure of each couplet.
Nevertheless, the single end-rhyme that occurs at the end of each couplet
brings these integral units into a unitary whole. This can be seen from the
overall design of the poem.Although each couplet makes up a
self-contained scenic description, all descriptions contribute to the sense
of an all-embracing spatial image of Mount Chung-nan. They provide a
encompassing perspective by describing the mountain from different
angles. Finally the final couplet of non-parallel construction achieves a
complete state by concluding the poem with the poet's stay over in the
mountain, thereby completing the state of self-containment of the whole
poem.
Let us consider another example from the heptasyllabic lu-shih.
The following is a famous poem entitled Climbing on the Double Ninth Day
by Tu Fu
Shrill winds, high sky, monkey's heart-rending cry.
Clear river, white sand, birds soar and wheel.
Leaves, leaves of a rimless forest rustle down.
Waves upon waves, the endless Yangtze comes drumming in,
A million miles of grievous autumn,.constantly a traveler.
Entire life in sickness: 1 alone climp up the terrace.
Hardships, biter regrets propagates my frosty hair.
Wretched! that I have recently stopped going for the cup?










The tonal pattern is identical with the model pattern of heptasyllabic
lu-shih that begins with the deflected tone, with only slight variations in
the unstressed positions that do not count. The poem therefore displays a
nearly perfect tonal symmetry. Rhythmic balance exists not only within
each couplet, but also between the two parallel halves of the poem.
Semantically, the poem is also divided into two halves, with the first half
devoted to imagistic descriptions and the second half to the expresssion
of the poet's state of mind. A contrast between the two parallel halves
represents a contrast between the vast, dying nature and the trivial,
tragic figure of the poet. This contrast is reinforced by the two
juxtaposted sets of key terms—sky, apes, islet and birds, falling trees and
rolling river; sad traveler and lonely terrace, frosty temples and turbulent
wine cup. A constrast between the natural and the human realms by
juxtaposition demarcates the two parallel halves of the poem. It is clear
that the parallel design in rhythmic structure facilitates the
semantic build-up of the poem
In the above discussion we have tried to illustrate how the
metrical symmetry of the lu-shih helps to reinforce and strengthen the
unitary outlook and self-sufficiency of a poem. Nevertheless, the method
of investigating only one level of the poetic structure runs the risk of
misinterpretation through neglect of factors on other levels. For the
formal design of a poem is the product of many and complex principles
working in multiple levels. Metrical analysis makes no sense unless one
pays attention to syntax and semantics which carry it. Take the above
poem by Tu Fu for example, the parallel in rhythmic balance seems to
divide the poem into two distinctive halves. But this is only half of the
picture, and it is also against the conventional design of the lu-shih. A
closer look will illuminate the underlying coherence of the poetic
structure. The third couplet is structurally linked to the second couplet
and serves as a juxtaposition in form and function. It is the poet's
self-perception of his life situation. This particular self-perception as
viewed against a generalized world of dying nature that is depicted in the
previous couplet. Morever, the last couplet is a conclusion of the whole
poem for it summaries this particular life situation with the tragic
metaphor of frosty temples and turbulent wine cup. Only with these
unifying elements can the poem achieves its state of unitary whole that
characterizes the lu-shih. It is with this understanding of thorough
analysis at different levels that I venture to investigate the overall design
of the lu-shih in the following chapter.
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Chapter 4
The Poetic Structure of the Lu-shih
Introduction
In the last chapter we had discussed the genesis of the lu-shih
and traced its origin in traditional Chinese poetic consciousness. We have
also investigated parallelism, the most outstanding formal feature of the
lu-shih, in both the metrical and verbal levels to demonstrate their
respective bearings on the overall poetic impact. In this chapter we are
going to see how the overall design of the lu-shih demonstrates itself to
be an ideal realization and perfect form of the Chinese lyrical tradition.
This form (the lu-shih), which is the culmination of many
centuries of aesthetic exploration and research, in addition to
putting the specific traits of the language to the best possible
use, represents as well, a certain philosophical conception
essential to the Chinese. It is a system whose different levels
are composed of elements in internal oppositions, and whose
progression obeys a fundamental dialectical law J
Thus remarked Francois Cheng in his Chinese Poetic Writings in the
opening of the chapter discussing the lu-shih. It is commonly
acknowledged that the lu-shih is the most important innovation in T'ang
poetry. The lu-shih as an important poetic form in traditional Chinese
poetic developments can be illustrated in the following diagram:
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In this network of forms, the ju-shih assumes a status of central
importance in Chinese poetic developments. It serves as the reference
point from which all of the others are defined.-5 With regard to its status
in Recent Style Poetry, the lu-shih also assumes a place of central
importance. It is in relation to the lu-shih that the chueh-chu
(guatrain), considered to be a 'cut-off lu-shih, is defined. The ch'anq-lii
(long lu-shih), which is a prolonged lu-shih, is also developed from the
lu-shih. This is one of the resons why we choose to adopt the lu-shih,
instead of other poetic forms, as an aesthetic form of the Chinese lyrical
tradition.
Cheng suggests that the lu-shih represents 'a certain
philosophical conception essential to the Chinese.' This is in fact one of
the main arguments in my present study; and 1 intend to suggest that as
an aesthetic form, the lu-shih serves as an ideal realization of certain
traditional Chinese philosophical and aesthetic thinkings. We have
already provided some verifications to the above argument in the
previous chapters discussing the Chinese lyrical tradition and the
genesis of the lu-shih. Since the discussion of the lu-shih as a
representation of philosophical and aesthetic conceptions is rather
complicated and involves other issues such as cultural and ethical
values, I will reserve that for the last part of this chapter when we
come to analyze the meaning of the lu-shih in its entirety.
Cheng also points out that the lu-shih 'is a system whose
different levels are composed of elements in internal opposition, and
whose progression obeys a fundamental dialectical law.' In the previous
discussion of the metrical symmetry of the lu-shih we have seen how the
internal opposition on the phonic level works to contribute to the overall
poetic impact. Moreover, in our former investigation of verbal
parallelism in the lu-shih. we have already demonstrated the ways in
which oppositional and complementary elements on the lexical, semantic
and symbolic levels correspond to each other to generate the overall
poetic impact. What interests us most then is the suggestion of the
lu-shih as representing a dialectical mode of thought. In the following
discussion we are going to analyze the overall design of the lu-shih to
see how it embodies within its poetic structure a dialectical mode of
thought.
A lu-shih is made up of four couplets. Of the four couplets that
compose a lu-shih, the second and the third are required to be parallel
lines. The first couplet is non-parallel in principle, and serves as the
introduction. In the same way, parallelism seldom occurs in the final
couplet, for it is often cast in the form of a proposition and serves as
the conclusion of the poem.The first couplet usually consists of two
separate, declarative sentences, leading to the middle two parallel and
imagistic couplets which are the core of the poem; and then comes the
last couplet which is either an extended line or a question and answer
which serves as a reflection on the former lyrical experience.
In this sense the lu-shih may be seen as a perfect form in
Chinese poetry, because it contains the three part of a poet's finalized
vision (introduction, main content and conclusion) in a neat and
symmetrical framework. The introductory and concluding couplets are
like a frame that enclose the central two parallel couplets which are
comparatively imagistic and fragmented. Without the frame or
superstructure of an introduction and a conclusion, the middle two
parallel couplets woould remain isolated from each other. This special
sense of perfect form is lacking in the chueh-chu since it corresponds to
only half of a lu-shih. The chueh-chu is often cast in the form of a
combination of the opening couplet and the final couplet of the lu-shih.
without the middle two parallel couplets which made up the main
content in the lu-shih. By virtue of its sense of perfect form and
'ecomomic' aspect, the lu-shih constitutes a sort of 'complete minimum.'
in the eyes of the Chinese poets. As previously mentioned in our
discussion of the Chinese lyrical tradition, compactness or brevity in
poetic expression is characteristic of the Chinese lyrical tradition. With
its compact and symmetrical framework, the lu-shih provides an ideal
poetic form for the Chinese lyrical poets. Moreover, the sense of balance,
regularity and totality achieved in both rhythmic structure and thematic
organization in the lu-shih further enhance the compactness of it as a
perfect form. Viewed from this perspective, the lu-shih can be seen as
an ideal realization of the traditional Chinese poetic consciousness of
shih yen chih. In our previous discussion of shih yen chih we have noted
that inner experience is emphasized in the Chinese lyrical tradition,
which is in turn advocates the total realization in words of this inner
experience 6 With its formal structure exhibiting a complete and unitary
state, the lu-shih serves as an ideal form for the total realization of the
meaning of man's momentary inner experience. It is evident that this
meaning is realized in the self-contained poetic structure of the lu-shih
that depends on a network of internal correspondences of elements on
different levels (phonic, lexical, syntactic etc.), metrical and verbal
parallelism, and the balanced overall design.
From the above analysis of its poetic structure we observe that
the lu-shih presents itself according to a special mode of progression:
non-parallel—parallel—non-parallel. A kind of formal transformation
occurs within the poetic structure that depends on the opposition
between parallel and nonparallel couplets. This formal transformation
within the lu-shih is keenly noted by traditional Chinese critics in that
they divide a lu-shih into four structural divisions of chj.
(introduction), ch'enq 承 (elucidation of the theme), chuan
(transition to another viewpoint), he [summing up). We have noted
before that parallel and nonparallel couplets differ not only in syntactic
but also thematic organizations. Therefore the opposition between
parallel and nonparallel couplets in the progression involves opposition
on both syntactic and thematic levels. It is obvious that the progression
of the lu-shih obeys a fundamental dialectical law that is founded on the
opposition and complementation between parallel and nonparallel
couplets. The lu-shih can thus be seen as a representation of dialectical
mode of thought.7
However, we must be extremely careful in applying the
dialectical mode of thought in explaining the structure of the lu-shih. It
is true that a poetic structure that is founded on a dialectical system
necessary involves the concept of contradiction and opposition within its
progression, and even certain kind of poetic tension can be detected from
the internal transformation within the lu-shih. Nevertheless, the
dialectical mode of thought embodied in the lu-shih is a distinguished
Chinese dialectics of harmonization. In our previous discussion of the
Chinese dialectics of harmonization in Chapter One we have already
distinguished it from the Western dialectical mode of thought. The
Western dialectical mode of thought considers conflict and contradiction
as constituting elements of reality, whereas the Chinese dialectics of
harmonization holds that harmony is the essential nature of reality and
any conflict can be finally resolved in the process of harmonization. The
dialectical relationship between oppositional elements in the lu-shih is
one of mutual support and complementation. Just as any two co-existing
entities depend on the other for strength and actuality in the process of
harmonization, the parallel and nonparallel couplets depend on each other
for value and totality in the lu-shih. The mutual complementation
between parallel and nonparallel couplets contribute to the state of
organic unity and harmonious whole in the lu-shih. Harmony but not
conflicts, is the ultimate ideal in the Chinese dialectical mode
of thought. Harmony as the dominant mood in the lu-shih is best
illustrated in the design of the final couplet. Even the most painful and
disturbing introspection manifested in the final couplet is considered by
the Chinese poets a kind of 'artistic beauty.' Aesthetic experience
becomes also ethical experience because ethical value is expressed in
terms of an imaginative world. Ethical value or ideal can be realized in
the poet's private aestheitc experience. The problem of how ethical value
is manifested in aesthetic experience will be further investigated in the
end of this chapter when we come to sum up the meaning of the overall
design of the lu-shih.
In order to illustrate the lu-shih as a represenatation of a
dialectical mode of thought, we will analyze the three parts of the
tripartite scheme of introduction, main content and conclusion one by
one with specific examples. In the following discussion of each of the
three constituting parts I will try to demonstrate their syntactic and
thematic features respectively, and see how these seemingly
oppositional elements mutually support each other in the poetic
structure of the lu-shih.
( 1) The First Couplet (shou lien
As previously mentioned, the first couplet in the lu shih is
nonparallel in principle, though parallel versions are occasionally seen.
The first couplet serves as the introduction (ch'i) in a lu-shih. it often
introduces the temporal-spatial setting into the poem. Let consider some
examples of the shou lien:
Last year you went with your troops to Tibet;
And when your men had vanished beyond the city-wall,8
艾 神《 沒4
[Chang Chi 縫 Thinking Of A Friend Lost In the Tibetan War
TS 192)
This night to the west of the river-brim
There is not one cloud in the whole blue sky.
喪、而架
Li Po Thoughts Of Old Time From A Night-mooring Under
Mount Niu-chu TS 170
Flowers, as high as my window, hurt the heart of a wanderer,
For I see, from this high vantage, sadness everywhere.
4
Tu Fu: 'From An Upper Story TS 233!
All the three first couplets quoted above are simple, declarative
sentences that indicate the time and place of a poem. In Chang Chi's
Thinking of a friend lost in the Tibetan war the first couplet indicates
that the disaster happens last year beyond a Tibetan city-wall. The first
couplet in Li Po's poem indicates the time and place of the poet's
evocation of the past—a clear-sky night at the historical sight of
Niu-chiu near the Yangtze River. The temporal-spatial setting of Tu Fu's
melancholic perception in his From an upper story is the spring scene
from a high vantage point. The time is implicated in the blooming of
flowers (flowers, as high as my window).
The first couplet in the lu-shih inaugurates the temporal order
and linear narration in the beginning of the poem. It treats temporal
themes and assures the linear development of a poem by inaugurating the
'beginning' of the poet's lyrical experience. In this sense the first couplet
provides a realistic and linear context in the beginning of a poem. The
poet's lyrical experience is provided with temporal and spatial
orientations. Although this realistic and linear context is temporary
suspended in the middle two parallel couplets, it nevertheless reclaims
its right in the final couplet in which linear narration is reintroduced
into the poem. Therefore the 'linearity' of a lu-shih is perceived at two
times, the poem is endowed with a linear progression at both ends of the
discoursed' The two steps of the linear progression in the lu-shih will
be best illustrated when we come to analyze the final couplet in the
coming discussion. With its nonparallel construction and unique thematic
organization, the first couplet constitutes the first phase of the
dialectical progression of the lu-shih.
( 2) The Middle Two Couplets (han lier 1; land chinq lien I 11
The second (han lien) and the third couplets (china lien)
together constitute the core of a lu-shih. The two middle couplets are
regarded as the center in a lu-shih and the core of the poet's lyrical
experience. In contrast to the first and the final couplets which are made
up of nonparallel lines, these two middle couplets are required to employ
parallelism. The middle two couplets differ in both syntactic structure
and thematic organization from the first and final couplets. The art of
parallelism is exclusively employed in these two middle couplets.
In chapter two we have illustrated the tonal parallelism in the
lu-shih in terms of the principle of equivalence. We found similar
consciousness of the concept of equivalence in traditional Chinese poetic
thinkings, so that we are able to analyze the rhythmic structure of the
lu-shih in terms of Jakobson's concept of similarity and opposition. The
concept of similarity and opposition is also essential to our
understanding of the structure of the parallel couplet. The structure of
the parallel couplet requires the use of the principle of equivalence. Let
us recall some remarkable statements concerning the definition of the
principle: The selection is produced on the base of eqivalence, similarity
and dissimilarity, synonymity and antonymity. According to Jackobson's
definition, equivalence encompasses both similarity and dissimilarity.
This understanding of the meaning of equivalence is important when we
come to the discussion of antithesis in the lu-shih. Unlike repetition,
antithesis operates on the basis of both similarity and difference.
in the chapter li-tz'u devoted to parallelism, Liu Hsieh
distinguishes four varieties of parallel couplets:
Of the forms of couplet there are four kinds: the verbal couplet,
the factual couplet, the couplet of agreement. It is easy to
compose a verbal couplet, but it is comparatively difficult to
make a factual one; a couplet of contrast is superb, but one of
agreement is comparatively poor, in a verbal couplet, one
matches mere words; in a factual couplet, one must deal with
what is actually experienced; a couplet of contrast is one in
which different ways of reasoning meet on a common ground;
and a couplet of agreement one in which different facts
illustrate a single ideaJ2
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Liu Hsieh points out that the principle underlying the parallel couplet is
either that of similarity or contrast. This is precisely what we have calle
the principle of equivalence. On the grammatical level, coupling requires
similarity: a noun must be matched by a noun, a verb by a verb, a numeral
by a numeral, a particle by a particle, and so forth.A balance of similarity
and difference is demanded on the semantic level; matching words should
belong to the same category, but they should differ in meaning. They may
be synonyms, antonyms, or members of the same category in some other
way. The parallel couplet thus embodies both similarities and
differences. Consider the following couplet taken from a lu-shih poem
by Wang Wei:
Immense desert lone smoke straight
Longriver setting sunro
I1
CWann Wei:Fnvov to the Frontier 51 . K435)
Antithesis occurs within the line and between the two lines of the couplet
Within the line, the immense desert is contrasted with the single column
of smoke; the flowing river is constrasted with the 'fixed' sun. Between
the lines the static desert and the flowing river; the rising smoke and the
descending sun; the vertical and the round; the black and the red. Note that
the desert and river belong to the same category of natural landscape, and
yet differ from each other in that one is static and the other dynamic.
Hence, both similarity and difference are contained in the couplet. A
complete picture is drawn by contrasting different elements of the
landscape in a reciprocal relation. Let us cite another parallel couplet
from a lu-shih which has been discussed in Chapter Two:
Fountain sob, swallowing perilous rocks
Sun's color chills green pines
3□1
Different elements from the landscape are placed side by side in a
symmetrical pattern: clear moon vs. cold spring, pines vs. rock, shine vs.
flow. The opposite or complementary elements respond to each other in a
reciprocal manner. A landscape is created within the parallel couplet in
which light and shadow (moonlight and the shadow of the pines) respond to
sound and touch (the coldness and qurqle of the stream).
From the above examples of parallel couplets we learn that
matching parts in a couplet are contrasted with each other yet
complement each other. With the parallel couplet each of the matching
words or parts elicits its opposite or its complement. The two lines of a
parallel couplet thus respond to each other in a reciprocal relation. This
kind of reciprocal relation within the parallel couplet has been discussed
in the last chapter in our analysis of the verbal parallelism in the lu-shih
The symmetrical pattern of the parallel couplet can be represented in the
following diagram:1
By symmetrically disposing words belonging to the same grammatical
paradiagm, a parallel couplet creates within itself a sense of completion
and totality. A centripetal force created from the symmetrical
juxtapositions tends to bind up the two lines of the couplet together into a
stable and unitary whole. Two orders of things or ideas built up both
horizontally and vertically and form an autonomous, self-contained
symbolic world of experience, it is a stable and idealistic world built upon
balanced, symmetrical juxtapositions of concepts and percepts.
Nevertheless, the above fiqure does not completely explain the
reality of the parallel couplet in which the juxtaposed elements follow
each other and complete each other. Another figure inspired by the
traditional Chinese representation of the yin-yanq mutation would better
symmetrical:
In the previous discussion of the principle of equivalence we have already
ultilized the figure of the vin-vano mutation to explain the concept of
similarity and difference. The binary mode of thinking inherent in Chinese
cosmology asserts that an entity is defined by its differentiation from a
series of correlatives and counterparts, the sense of wholeness and
totality can be obtained only from a combination of two essential parts.
For example, Heaven and Earth has to depend on one another for their very
existence. The physical entities and their categories are defined by mutual
antithesis, and that is what makes them what they are. In the above figure
each constituent returns and refers to its opposite at the other 'end' of the
figure. We observe within the figure a movement that turns upon itself,
and yet at the same time opens itself to the infinite. It is open to the
infinite because we know very well that a complex parallel juxtaposition
may embody a multiplicity of possible relatons between the two entities.
Multiple relations defer the closure of the link between the two lines of
the parallel couplet. Nonetheless, the obscurity of a line would be clarifiec
by the presence of the partner line. Since the two lines depend on one
another for their very existence, the identity or meaning of each line is to
be clarified and affirmed by another line. Very often the obscurity of a line
that results from the specific use of words or of syntactic deviations is
clarified by the presence of the second line in a parallel couplet. Besides,
this spatial structure embodied in the parallel couplet enables the poet to
break, to a certain degree, the linear constraints. This is the reason why
it often seems that there is no linear (or logical) progression from one
line to the next in a parallel couplet.
In the above discussion of the middle two parallel couplets we
have seen how a parallel couplet is built on an ensemble of opposed or
complementary ideas. What is more important to our understanding of the
lu-shih is that this unique structure of the parallel couplet introduces a
141
spatial order into the poem 20 The juxtaposed ideas or facts, responding
to each other in a reciprocal manner, form an autonomous and
self-contained universe within a parallel couplet. A centripetal force is
created among the juxtaposed constituents of a parallel couplet:
Two parallel words are held there, as it were, in free
suspension between two fields of semantic force, the one force
being 'horizontal,' binding the Words to their respective lines
the other force being 'vertical,' attracting the words toward
each other, and thus tempting the reader to consider the word
in the first line and the word directly under it in the second
line a sinale syntactical unit.21
The centripetal force among the juxtaposed elements reinforces the
sense of self-sufficiency of the autonomous ensemble created within a
parallel couplet.This autonomous ensemble is often presented in the fore
of a self- regulating, self-contained world of symbolic experience.22
This may be explained by the fact that the juxtaposed elements in a
parallel couplet are often composed of simple images. The use of simple
images is an important device employed by Chinese lyrical poets from as
early as the Shih Ching. We found numerous simple images in the lu-shih.
The lu-shih is replete with simple images partly because the weak or
isolating syntax of the parallel couplet favors the making of simple
imnrloc 23 Ta cvntart it r.onriit ions in the middle two parallel couplets
of the lu-shih favor isolation and the isolated item is often a simple
image. The multiple relations between the juxtaposed images would
evoke endless associations regarding the qualities of the images
involved:
Fountain sob, swallowing perilous rock:
Sun's color chills preen pines
4精 色0
(Wang Wei: Passing the Temple of Teeming Fragrano 樣 告 JSMfi
The above parallel couplet taken from a lu-shih by Wang Wei illustrates
exclusively the multiple relations between the juxtaposed images. The
first line may be read as: 'The fountain sound gurgles above perilous
rocks. It may also be read as if the two images are related in a causal
manner: perilous rocks cause fountain to gurgle. In fact there is no need
to choose. We are already absorbed in the overwhelming sensory qualities
conveyed by the images: the sound of a fountain, the sight of perilous
rocks, and the kinesthetic feel of gurgling. These perceptive qualities are
connected in some indefinite way, thereby evoking endless associations
regarding the relation among the constituent items. The second line also
consists of three independent perception: sun's color, chilliness and
green pines. It is not important whether it is the sun ray that chill green
pines, or sun ray are chilly amidst the green pines, or green pines chill
sun ray; for our attention would then be fully absorbed in the images.
Within the two lines of the couplet, two pairs of natural imagery
(fountain-racks, sun-pines) juxtaposed each other. The gurgle of the
fountain is balanced with the color of the sun, while perilous rocks is
complemented by the green pines to present a landscape abounded with
sensory qualities. Let us consider another parallel couplet by Tu Fu:
Fragrant mist wets cloud-locks
Clear moonliqht chills white arms25
4
(Tu Fu: 'Moonlit Night 政 , TS 174)
In the above couplet Tu Fu imagines his wife as she thinks of him in the
moonlight, Tu Fu's description of his wife is conveyed through a
combination and juxtaposition of images: 'cloud' describes the hair-bun
and 'jade' characterizes the whiteness of her arm. These images evoke a
sequence of visual qualities.26 In the first line, the images of 'fragrant
mist' and 'cloud-hair' complement each other with their shared quality of
atmospheric elements( cloud and mist). The last word 'wet' in this line
further binds the two sets of images into a whole, and evoke the tactile
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qualities ot- wetness. In the second line, the light of the moon is
perceived against the arm, and the arm is 'cool' by the moonlight. The
reciprocal relationship between the two images serves to bring them
together into a unitary whole. Juxtaposition and complementation
between the two lines of the couplet also create a centripetal force that
gather the constituent items to form an autonomous world. This
autonomous world is characterized by sensual qualities evoked by the
parallel imagery.
The above discussion of the simple images in the parallel
couplet is significant to our understanding of the symbolic world created
from the middle two parallel couplets. The symbolic world of experience
in the 10-shih is often made up of juxtaposed images and since
juxtaposed images in the parallel couplet would evoke association of
sensual qualities, this self-contended world is thus distinguished for its
imagistic and sensual qualities. In other words, Chinese lyrical poets
choose to represent their lyrical experience in a symbolic world
composed of qualities in the form of images.27
To represent the meaning of man's momentary inner experience
in the form of a self-contended world of imaginaton is characteristic of
the Chinese lyrical tradition. In our previous discussion of the nature of
lyrical experience we have already noted that the initial sense
impressions and feelinqs of the poet must be reshaped into elements of
an imaginative world in the process of 're-experience or 'introspection.'
This world of imagination is the culmination of the lyrical experience
and a state of self-realization on the part of the poet. Meaning of the
poet's inner experience is 'expressed' in terms of an imaginative, sensory
world of juxtaposed qualities:
The bright moon, amid the pines, shines.
The clear stream, over rocks, flows.
Bomboos clamour: returning washer-women.
Lotuses move: descending fisher-boats.
规次舟
久下
The above middle two parallel couple is taken from a lu-shih by Wang
Wei which has been quoted before in our discussion of the integration of
self and world in Chinese lyrical tradition. Wang Wei's experience of
autumn dwelling in the mountains is represented as a symbolic world
composed of juxtaposed images. In the second couplet there are two
pairs of juxtaposed images—the bright moon and the clear stream, the
pines and the rocks. They are combined to form a quiet and stable
landscape. The third couplet also consists of two pairs of juxtaposed
images though human activities are also introduced. Bamboo is balanced
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with lotuses while washer-women is complemented by fisher-boat to
present a picture of simple, rustic life. The poet's rustic retreat( his
experience at a particualr time and place) is represented as an
autonomous, symbolic world of juxtaposed qualities. This symbolic worl(
is replete with sensory qualities evoked by the images: the moonlight an(
the shadows it casted constitute to a visual quality whereas the flowing
of the stream evokes auditory quality. Auditory and tactile qualities are
introduced in a dynamic way in the third couplet: the rustling among the
bamboo and lotuses are linked to the human activities of the
washer-women and fishermen.
In the previous discussion of the integration of self and world
in Chapter Two we have pointed out that the middle two parallel couplets
demonstrate perfectly the integration of the subject and object. We may
trace this integration of the lyrical subject and lyrical object in the
theoretical foundation of lyrical experience. As previously mentioned,
the symbolic world of imagination( as the culmination of lyrical
experience) is a world of empathic union of self and external object.
Therefore the symbolic world created within the middle two couplets is
a poetic world of selfless empathy. The solidarity of the subject and
object, or the traditional poetic ideal of the fusion of emotion and scene,
is fully realized in this symbolic world of experience.
It must be remembered that the integration of self and world in
this symbolic world of experience is achieved through a suspended
moment of consciousness. The seemingly ideal and self-sufficient world
is realized in momentary suspension experienced by the poet in his
lyrical experience. We may refer this momentary suspension back to the
nature and structure of lyrical experience which is the basis of the
poet's symbolic world of imagination.28 We have already noted that the
poet's inner experience has to undergo a process of introspection before
the experience can be transformed into a symbolic world in the poem. In
the course of this 're-experience' all the elements of experience are
united under the surpremacy of the experiencng subject (the lyrical
subject). Everything, including elements of 'there' and 'the past,' is
metonymically linked to this lyric, center of the self in the immediate
present. That is the reason why the symbolic world of experience created
in the parallel couplet is often presented in a mode of 'presentational
immediacy.' Another factor which may account for this special mode is
that simple imagery is in the mode of presentational immediacy.2 The
entire scene evoked by sets of images can be seen in a moment or a flash:
The wind is warm, voices of birds shatter;
The sun is high, shadows of flowers in layers.
(Tu Hsun-ho: A Sigh in the Spring Palao TS 205
This parallel couplet has been analyzed before in our discussion of the
art of parallelism in Chapter Three. We have pointed out that in this
parallel couplet all the constituent images (birds, flowers, shadowy
darkness) come together in a still mass ana poised moment when the sun
is highest. The feeling of loneliness in the forbidden palace is suspended
in a vital moment of lyrical vision. Let consider another rapt moment of
perceptual experience embodied in a parallel couplet from a lu-shih by Tu
Fu:
The stars droop over the level plain's expanse,
The moon suroes in the Great River, flowing.30
5! !j ~M
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(Tu Fu: 'Thoughts Written While Traveling at Night ‘ 減 集 懷 TS181
The couplet is made up of juxtaposed images related in both levels of
similarity and opposition between the two lines. The juxtaposed pair of
'stars' and 'moon' are linked together by the concept of similarity in that
both belong to the celestial realm. The concept of similarity also binds
up the 'level plain' and the 'Great River' for they are both terrestrial
objects. Opposition is found between the imagery of stillness in the first
line and that of dynamic activity in the second. The words 'ch'ui
(droop), 'yunq (surge) and 'liu' 4 (flow) function more like
adjectives that qualify nouns and evoke qualitative implications. The
couplet can thus be read as four fragments of juxtaposed images with
their appropriate qualifiers. This is appropriate for the conventional
design of the parallel couplet in the lij-shih, for we have mentioned
before that symbolic world found on the parallel couplet is distinguished
for its imagistic qualities.
A series of vivid perceptual qualities dominate the scene,The
Poet's lyricalvision of the vast wolnd of natre is conveyed through the
perceptual experience of a rapt moment of intuition 31 TuFu's sense on
loneliness and frustration is supended in such an intense monent of
lyrical vision.The meaning of a pareticulare life situation is grasped in ar
immediate 'here and now'of the given lyrical moment.
In the first Chapter in our discussion of the Chinese lyrical
tradition, we have already pointed out that the immediate lyrical
moment is considered a moment of revelation and illumination. We have
also accounted for the notion of immediacy in terms of linguisitc and
cultural elements such as the concept of 'interiorized value'. With its
imagistic and sensory qualities, the middle two parallel couplets of the
lu-shih formulate the perceptual experience in a mode of presentational
immediacy. The perceptual and sensual experience of an intense lyrical
moment is endorsed with a sense of everlasting value. This kind of
lyrical immediacy is believed by traditional Chinese critics as fulfilling
an important function of literature:
He observes past and present in a moment,
And covers the four seas in the twinkling of an eye.
德、 4-
To observe past and present in an intense moment in one's writing may
support a major purpose of literature— to capture eternity and infinity.
In the previous discussion of parallelism we have already noted that the
parallel couplet is an art against time. The parallel couplet proposes to
hold things in eternal poise in a rapt moment against the dissolution of
things in time. The parallel couplet holds the symbolic world in stasis,
the poet's lyrical experience is transformed into a timeless reverie of
idealized and everlasting value.
In the above discussion we have summarized the
characteristics of the symbolic world created within a parallel couplet.
However, it must be remembered that a lu-shih contains not one but two
couplets with parallel lines. An internal transformation can be detected
between the two parallel couplets on the levels of content and syntax.
The second couplet introduces a new order of things by the ensemble of
opposed and complementary images. This new order is reaffirmed by the
third couplet but undergoes a change whereby a different relationship
between things is formed. A transformation from the static order of the
second couplet to the dynamic order of the third couplet is observable.
Let us consider one example to illustrate this internal transformation
between the two parallel couplets:
Once leave Purple Terrace directly northern desert
Alone dwell Green Tomb facing yellow dusk
Painted picture not recognize sprinng breeze face
Jade amulets in vain return moonlit night souWJ
071生 肖
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(Tu Fu: Evocation of the Past 协 T5 235
The above middle two parallel couplets are taken from a lu-shih by Tu Fi
in which he evokes the tragic story of the famous Wang Chao-chui 1
The two parallel couplets, by way of their juxtaposition of images,
nnrtrav the tranic events that marked the fate of Wano Chao_chun.!n the
second couplet both lines begin with verbal forms: l-chi (once leave
tu-liu (alone dwell) followed by a preposition[ lien (directly in)],
[1513110 (facing This syntactic structure orients the sentences in a
single direction from A to B (A—B), and results in a static order. In the
third couplet the verbs placed in the middle of the lines tie the images
together. The omission of the preposition supresses any idea of direction.
Images in the third couplet is placed in a dynamic relationship of A— B
scheme of equivalence. The juxtaposed images of hua-tu 'painted
picture' and ch'un-fena-lien 'face of springtime wind'( 1st line)
as well as huan-p'ei 'iade amulets' and vueh-veh-hun
'sound of lunar light' are linked up in a reciprocal relationship of
continual cominq and ooinq. Besides the chanqe in the syntactic
structure, the organization of images also undergoes a transformational
process between the two couplets. In the second couplet there are four
color images: Purple Terrace, northern desert, Green Tomb and yellow
dusk. These color images form a harmonized picture to be reaffirmed in
the third couplet. The word picture at the beginning of the third couplet
summarizes the meaning of the color images in the previous couplet: the
fateful role played by a painted picture in the life of the Lady Minq-fei
But imagery in the third couplet (springtime breeze, jade
amulets, moonlit night soul) further transform the 'narrow' painted
picture into a universe of solitary grandeur. In this solitary universe,
the natural and the supernatural, the past 3nd the present, here
and elsewhere, are blended together in a dynamic space in everlasting
suspension.
The internal transformation taken place within the middle two
parallel couplets further demonstrates the unitary state and
self-sufficiency of the symbolic world thus create. A static, autonomous
universe is reaffirmed and enriched by a similar order with a different
relationship of things. Orders and relationships between things in the
symbolic world are exploited to the full to ensure its state as an
idealized realm.
Let us consider a different type of internal transformation
within the middle two couplets in another lu-shih by Tu Fu:
The stars droop over the level plain's expanse,
The moon surges in the Great River, flowing.
Can fame in literature be manifested?
Office should for age and illness be ended.
， | 体
In the previous discussion of the second couplet we have already seen
that the couplet presents the poet's vision in a picture of the vast world
of nature. In the third couplet, the focus of the poet shifts from his
immediate sensory experience to his thoughts. At first sight, it seems
that the shift is inappropriate for the conventional design of the IQ-shih
since the third couplet is often written in imagistic language. However, a
close scrutiny tells us that the third couplet is compared to the second
couplet in both form and function. On the semantic level, the third
couplet is the poet's self-perception of his own modest career as a
scholar-official. The poet's self-perception is summarized in terms of
literary accomplishment and official career. This self-perception is
revealed in an intense moment during which the poet has a totalized
vision of the vast world of nature.33 In contrast to the ideal world of
nature presented in the second couplet, the poet's self is reduced to a
trivial, tragic figure in reference to his ill health and failing career. The
juxtaposed items between the two couplets further reinforce the
contrast— the stars, the plain, the moon, and the river; and fame,
literature, office, age, and illness. The ideal world of nature is
transformed into a frustrated world of human affairs. The initial
contrast between nature and a particular life situation of the poet is
extended and transformed into a generalized realm, constituting the core
of the lyrical experience of the poem.36
It is evident from the above discussion that the autonomous
universe created within the middle two parallel couplets is a universe in
the process of becoming?1 This personal universe of the poet has to be
transformed and reaffirmed by the introduction of a complementary
order of things or concepts—the so-called chuan in the 3rd couplet.
The internal transformation within the middle two couplets is especially
meaningful when compared with the transformation within the overall
design of the lu-shih. We have mentioned before that the contrast
between the nonparallel couplets (1st and 4th couplets) and the parallel
(2nd and 3rd couplets) within the progression in the lu-shih
demonstrates a dialectical mode of thought. We have seen now that an
internal transformation is also evidenced within the middle two couplet?
which serve as the core of the poem. This double transformations within
the lu-shih further demonstrate it as a representation of a dialectical
mode of thought.
We have seen that the middle two parallel couplets are made up
of juxtaposed and complementary images. When a line is constituted of
isolated images and terms, it naturally follows that the syntax is weak
and fragmentary. Normal syntax is replaced by juxtaposition in a parallel
couplet. A parallel couplet containing nothing except nouns conveys a
sense of discontinuity. The parallel couplet form has the effect of
impeding the natural flow of a poem. Weak and isolating syntax in the
imagistic couplets would therefore engender a discontinous rhythm that
impedes the linear movement. This is especially significant when
compared with the continous rhythm found in the non-parallel final
couplet which is propositional and has a unified syntactic structure.
(3) The Final Couplet (wei lien 斜
In the above discussion of the middle two couplets of the
lu-shih we have demonstrated how the principle of equivalence,
operating within the parallel couplet, creats a harmonious and
self-contained world that serves as the core of lyrical experience.
However, the very idea of transformation embodied in the middle two
couplets foreshadows the triumph of time; the timelessness the poet has
forged must end in the final couplet. The nonparallel final couplet
reintroduces linear narration and the realistic context into the poem38
At the end of the poem, the temporal order that has inaugurated the poem
in the first couplet finally reclaims its right as the guiding principle of
change and consummation.The non-parallel final couplet which
reintroduces the relative time and space through subjective reflection,
serves as the frame and conclusion that makes the structure of the
lu-shih a perfect form of finalized poetic vision.
An outstanding feature that characterizes the final couplet is
its syntactic unity. The final couplet is always cast in the propositional
form of run-on lines that imparts a sense of continuity. Unlike the
imagistic middle two couplets which have the effect of impeding the
natural folw, the propositional form is an agent of continuity that serves
to achieve syntactic unity between its components. The final couplet
mainly consists of two lines in enjambment with the subject and
predicate placed in separate lines.
In ancient times they kept old horses:
There are other tasks than the long haul.
4伺
(Tu Fu: 'Yangtze and Han K491:
Look back and pity the singing, dancing land
Ch'in from ancient times was the seat of princes.4
71
(Tu Fu: 'Autumn Meditations' Poem 6 K587)
Please look! On the wall, the moon in the ivy
Already, by the shores of the isle, lights the blossom on the
reed.4
3(Tu Fu: 'Autumn Meditations', Poem 2 K582!
These final couplets are all run-on lines with sweeping momentum in the
syntax. Syntactic unity within the couplet exerts a continuous rhythm
that is lacking in the parallel couplets. But what is more significnt to
our understanding of the lu-shih is what kind of poetic effect would
result from this unifying syntactic structure? How does the final couplet
with its distinguished structural principle, achieves another mode of
presentation different from those witnessed in the middle two couplets.
The underlying principle of the final couplet is discursive.
Unlike the imagistic middle two couplets which investigates in sensory
qulities, the propostion of the final couplet appeals to the intellectual
understanding. Discursive articulation aims at the investigation of
relationship between things, to spell out the parts as parts and then
relate them. Thus a proposition is often cast in the form of two lines in
enjambment. It has the schematic form 'I know it is so and so' or 'I
assert it is so and so. The use of 'I' to refer to the poet himself giving
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the final couplet a personal tone. The poet reflects and mediates as the
lyrical subject and the audience is directly addressed. Consider one of
the above quoted couplets: 'Please look! On the wall, the moon in the ivy
already, by the shores of the isle, lights the bloosom on the reed.' The
couplet has an overwhelming personal tone, and the beginning words of
'Please look!' indicate clearly that the audience is directly addressed.
This personal, subjective tone of the poet implies that he does not only
see the symbolic world strectched before him, but he also sees himself
and is consciously reflecting on his relationship with the outside world.
Let us return to the second quoted couplet taken from Tu Fu's Autumn
Meditations, the poet is not so absorbed in the world of the singing and
the dancing. He 'looks back' consciously in the historical perspective to
apprehend the significance of the world that lies before him. In the final
couplet, propositional form ensures a dilution of sensuous content and
reintroduces the forces of knowledge and understanding. The third quoted
couplet involves the elements of cognitive understanding. For the logical
phrase 'pu pi'(need not) points at negation and necessity that belong to
the realm of concepts.43 The poet tries to assert the meaning of his own
career in a temporal perspective.
The final couplet reintroduces the temporal and spatial order
into the poem. The temporal distance often appears in the form of
relative time.44 In the first quoted couplet there is an indication of
contrast between the past and the present. The contrast Is obvious in
the second quoted couplet. The place Ch'in is evaluated in terms of a
relative time perspective. A concept of spatiality can also be decerned in
the third quoted couplet. The words shanq 上 (on), ch'ien 1 (by
indicate a spatial distance in the poem. Things are perceived in terms ot
their inter-relationshiDS with each other.
It must be remembered that although the reintroduction of time
in the final couplet serves to impose on the poem some linear
constraints, the time is nevertheless an open time. It is an open time
because it is assured of a future with further changes. Let us consider
the following two examples of final couplet:
Sun sets, where is my home?
45
Mistv waves unon the river: load me with arief.
4
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fTs'ui Hao (died 754): 'Pavillion of the Yellow Crane
TS914'
Heard it said that (you) will come to pay a visit,
Looking at the moon from the west tower, (I count) the number
of times it will have to be full 46
1




(773-828): 'To My Friends Li Tan And
T5 226]
In the final couplet taken from Ts'ui Hao's famous lu-shih, the poet's
re-entry into reality evokes an irrepressible nostalgia and a feeling of
sadness amidst the misty waves. Nonetheless, the interrogative mood
resulted from the question and answer form of this couplet serves to
assure the poet a hope of returning to his hometown. Although this hope
may proved to be an illusion among the misty waves, it nevertheless
promises the poet a hope of releasing his present solitude. Wei Ying-wu's
final couplet in his lu-shih look forward to the future from the present
perspective. The poet heard that his friends will come to pay him a visit,
a hope of reunion with his old friends is granted. The 'present time' of
the final couplet is opened to the coming future of reunion: the poet
earnestly counting the days (the times of the fullmoon) before the happy
reunion. Viewing from this perspective, the final couplet has the effect
of winging the poem beyond the physical confine of its eight lines 47
The final couplet serves not only as the summing up (he73) of the poem,
it also project the poem beyond its physical confine into a larger context
of meaning.
The first and the final couplet together constitute a
superstructure or framework of the poem. As have been shown in our
previous discussion, internal transformation occurs both between the
middle two couplets(static—dynamic) and between the main body and the
frame(closed time—absolute time—relative time). The superimposed
framework of an introduction and conclusion serves to bind the poem into
a structure of wholeness and integration. This symmetrical design is
obviously built upon a dialectical system within which meaning is
generated from the dialectical relationship between its components. The
overall design of the lu-shih may be representated in the following
figure:5
The circle in the above figure may be taken as the self-sufficient world
created within the middle two parallel couplets. In our previous
discussion of parallelism we have already represented the parallel
couplet in a circular figure that turns upon itself. Now we may say that
this self-sufficient world is traversed by a temporal unfolding (the
temporal progression of the 1st and 4th couplets) that prefigures its
exploding. In a lu-shih poem, the poet begins his lyrical experience from
a lived time; then he attempts to go beyond the linear constraints by
establishing a timless, idealized world. And finally at the end of his
experience, the poet has to yield to the principle of change and dives
back into time. The time the poet re-enters into is an exploded time, a
time broken open and assured of further metamorphoses.
From the above analysis of the overall structure of the lu-shih
it can be said that it is a representation of a dialectical mode of thought.
Poetic tension is created from the dialectical relationship between its
components (parallel and nonparallel couplets). We can also say that
'conflicts' and 'contradictions' occur in the progression and
transformation within the lu-shih. However, the interpretation of the
lu-shih in terms of conflicts and contradictions runs counter to our
former definition of it as an aesthetic form of the Chinese lyrical
tradition. As an idealized form of the lyrical tradition, the lu-shih is
thought to have embodied such notions of harmony and self-contentment.
This is why Kao Yu-kung sees the final couplet only as an 'variation' of
the main body(middle two couplets) in the lu-shih. He argues that
although tension and conflict do exist in the final couplet, it is
nevertheless the notion of harmony which constitute the idealized
vision in the lu-shih. The final couplet only contributes a realistic
framework for the poet to reflect upon the autonomous realm he is
encountering. It should be regarded as no more than a continuation of the
idealized realm depicted in the middle two couplets, in order to verify
Kao's argument and see how the lu-shih embodies within its poetic
structure ideals of the Chinese lyrical tradition, we are going to analyze
a few typical examples of the lu-shih in their entireties.
A slender-grassed, gentle-breezed shore,
A topple-masted, lonely night boat.
The stars droop over the level plain's expanse,
The moon surges in the Great River, flowing.
Can fame in literature be manifested?
Office should for age and illness be ended.
Drift and drifting— what am I like?





The above poem is one of the best lu-shihs ever written by Tu Fua
master of the lu-shih. The first couplet introduces the temporal-spatial
setting of the poem— a lonely poet on his journey along the Great River.
The word 'wei (steep or threatening) conveys a sense of instability
and uneasiness that establishes the central mood for the rest of the
poem. Travelling under a toppled mast, the poet is a solitary self
separated from others living in security.
As previously mentioned, the second couplet presents the poet's
sense of loneliness in a vital moment of lyrical vision. Many stars
securely tied; one moon fallen, fallen as a reflection on the river where
its lights is cast about and shattered by the waves. The poet's sense of
insecurity and isolation, his constant movement is contrasted with a
vast nature of idealized vision. His own dimensions are shrinking in the
widening scope of his vision, and he becomes a smaller and smaller point
in the immensity of the night scene.
Perception of the outer world induced the poet to reflect upon
the meaning of his own life. The third couplet presents an 'introspection'
on the lyrical vision experienced by the poet in the previous couplet. The
poet seeks recognition in literary accomplishment and official career
which together constitute two central concerns of every educated man in
traditional China. Unfortunately, he feels that he is failing in both
literary accomplishment and in his career as a scholar-official. There is
no place for him either in literature or in the social hierarchy. The
present does not know him (resignation of office), the future will not
remember him (without literary fame). The poet becomes aware of his
isolation and falling away from others. This self-perception of the poet
illustrates vividly a recurring motif in the lu-shih: the estrangement
from others. His isolation and falling away from others demonstrate the
barrier between the self and others. We have mentioned in the first
chapter when discussing the dialectics of harmonization the polarity of
the inner and the outer, and the subsequent dilemma of shi. and yin
as an recurrent motif in the lu-shih52 Tu Fu's sense of isolation and
the mood of resignation in his self-perception clearly demonstrate the
poet's awareness of the formidable barrier between the self and others,
and the dilemma of shi and yin
The final couplet summaries the poem in a general reflection on
the meaning of the poet's life. It is cast in the form of a question and
answer, with the question written in the propositions! form 3nd the
answer in the imagistic. The poet compares himself to a gull that drifts
between heaven and earth, and the simile is double-edged. On the one
hand, it indicates the poet's sense of insecurity, loneliness and
frustration with regard to his own life. The gull is a creature moving
from element to element, forever in-between. It does not belong to
anywhere, neither to the heaven above nor to the earth belowOn the
other hand, the gull is a bird of freedom that soars with the wind, its
solitary dominion over the vast emptiness grants it a unique importance
and a sense of freedom. The poet's identification with the gull clearly
reflects his feeling of self-sufficiency as a free being unbound by
mundane affairs. The enlightened sense of freedom of the poem is typical
of the Chinese 'recluse' poetry. The function of the simile is a resolution
and escape from the oppressive reality of the outside world. Moreover,
by identifying with the gull the poet eliminates the barrier of identity by
sharing his feeling and loneliness with the tiny creature.
From the above analysis of Tu Fu's famous poem we noticed
that conflicts and contradictions do exist in the form of the barrier
between self and others, and between participation and resignation in
the lu-shih. Yet it is also evident that these conflicts and contradictions
might be finally resolved in the quintessence of the poet's lyrical vision.
Even the most 'painful' reflection of the poet is transformed into a
simile of self-sufficiency to evoke a sense of harmony in the lyrical
experience.
We are going to analyze another Tu Fu's lu-shih which treats a
different subject matter with regard to the previously discussed poem:
To-night, moon over Fu-chou,
My wife watches it alone there.
I think of my children across such distance;
They don't understand why! am in Ch'ang-an.
Fragrant mist wet cloud-locks,
Clear moonlight chills white arms.
When can we lean on the open casement together
Double shone as tears dry up?
I邙，土—；
(Tu Fu: 'Moonlit Night' ‘ 同 钇 TS 174'
This poem is written in September, 765, when Tu Fu is taken captive in
Ch'ang-an during the An Lu-shan Rebellion .He is separated
from his family whom he has left behind in Fu-chou.34 Amidst feelings of
anxiety and nostalgia, Tu Fu addresses this poem to his wife in a moonlit
night.
The first couplet introduces the temporal-spatial setting: the
time is tonight and the place his wife's apartment in Fu-chou. Instead of
addressing his wife directly, he begins the poem by imagining his wife
longing for him. A dynamic process (between the poet in Chang-an and his
wife in Fu-chou) has already been established within the poetic process
of conjugal love in the beginning of the poem. This dynamic process of
conjugal relationshipCwhich is the central theme of the poem) is recalled
again in the final couplet. The reference of time is a closed time since it
is restricted to a night. The linearity is reiterated again in the final
couplet by an exploded time which is broken open arid assured of further
metamorphoses(hopes and reunion). The spatiality of the 'women's
apartment' is also re-affirmed in the final couplet by the words 'empty
curtain', but undergoes an internal transformation of narrowing scope. The
narrowing down of the spatial setting implies an intimacy which
characterizes the reunion and conjugal love demonstrated in the ending
couplet. Besides, the word tu (alone) in line two sets up the tone of
loneliness and longing which persists throughout the poem. Its antonym of
shuanq (double) in the final couplet signifies a linear development
from loneliness to wishful reunion,It demonstrates fully the time in the
lu-shih is perceived at two ends and unoergoes an internal transformation
Thus,the first couplet not only plays the role of an introduction and
frame,but also sets up the basic tone and atmosphere of the entire poem
The second couplet is unusual by the standard of the
conventional design of the lii-shih. It is non-parallel and unimagistic. Yet
great poets do not allow themselves to be restricted by rigid conventional
rules. This couplet serves its function perfectly well as an extension of
the mood and imagination set in the first couplet. The spatial order of yao
(distant) and Ch'ang-an establishes a spiral order with the temporal order
in the first couplet: Fu~chou(ist couplet), apartment—distant,
Ch'ang-an(2nd couplet). A reciprocal and dynamic process of longing and
love is projected in a two-way communication. My wife thinking of rne in
Fu-chou, I miss her here in Ch'ang-an. The words 'lien (pity), Yi'
(remember) also recalls the anxiety and loneliness in the first couplet.
Although not cast in the conventional design of the lu-shih, the second
couplet fulfills its function as an extension and development of the main
theme.
Parallelism and imagery finally appear in the third couplet. At
first sight it seems that the images are conventional and shopworn.
Cloud-hair and jade-arm are conventional images frequently employed to
describe women in classical Chinese poetry. We find lots of such images in
the descriptions of stylized beauties in the court poetry. However, through
juxtaposition and opposition these images are completely renewed. In the
first line, the images of 'fragrant mist and 'cloud mist' complement each
other by their shared quality of mistiness. The last word 'wet' in this line
further binds the two sets of images into a whole. In the second line, the
light of the moon is perceived through the arm, and the arm is cool' by the
moonlight. The reciprocal relationship between the two images serves to
bring them together into a unitary whole. Juxtaposition and
complementation between the two lines of the couplet also creat a
centripetal force that gathers them to form an autonomous world. This
sensational, autonomous world is originally meant to designate a world of
melancholy and loneliness which belongs to Tu Fu and his wife. However,
the world is presented as an idealized world of purity and beauty(fragrant,
clear, jade). Sad and lonely realm is thus perceived in terms of a
condensed aesthetic vision. Tu Fu's(or his wife) sense of loneliness is
suspended in a vital moment of aesthetic vision. The perceptual experience
of a rapt moment of intuition is to be conceived as ideal and
self-contained.
The final couplet serves as a conclusion of the poem in several
levels. The reaffirmation of conjugal love, the narrowing down of spatial
order, and the reintroduction of temporal order in an open time all serve as
unifying attributes. These unifying attributes work to enhance the
couplet's function to bring the poem into a total realization of Tu Fu's
poetic experience. The propositional form and the reintroduction of
temporal element(open time) seem to convey a sense of sadness and
endless longing. Yet, the overtone of the couplet in fact points at a hopeful
reunion. For a couple to lean together and gaze at the moon is clearly a
state of love fulfillment and self-content. Even tears-marks are to become
a symbol of satisfaction and happiness. Tears on both cheeks dried slowly
under the bright moonlight envisage a picture of understanding and
patience which constitutes the highest esteem of conjugal love.
The conclusion of Tu Fu's poem illustrates our previous
argument that it is not tension but harmony and self-contentment is the
key in understanding the idealized vision behind the lu-shih. Even the most
painful experience is perceived by the poet through an aesthetic vision of
beauty and self-contentment. The meaning of life is grasped in an intense
moment through the perspective of idealized and finalized lyric vision.
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Conclusion
In the above study I propose to investigate the l u-shih as a
representative form of the Chinese lyrical tradition. Since my study of
the 10-shih aims at its elucidation as a representative form of the
Chinese lyrical tradition, therefore a description of the spirit and
content of that tradition is necessary so as to provide a framework for
my subsequent discussion. I n my discussion of the Chinese lyrical
tradition I propose that this tradition can be best understood in terms of
the doctrine shih yen chih. From the very beginning in Chinese literary
criticism the doctrine shih yen chih has defined the function of poetry in
terms of the expression of the poet's intents and emotion. This emphasis
on the self in poetic expression does not, however, lead to conflicts and
contradictions in the poetic world thus created. Instead, the dominating
concepts of harmony and reciprocal communion in Chinese thinkings tend
to define the ideal poetic world to be one of harmonious union of man and
world.
In tracing the genesis of the 10-shih in traditional Chinese
poetic consciousness we have seen how the developments of the lyrical
tradition end up in the belief in the solidarity of the self and world. This
long process of poetic evolution witnesses the maturity of Chinese
1vriism in that the doctrine shih venchih is supplemented by the
doctrine shih yuan ch'ing, as a result didactic properties are neutralized
by the emotional emphasis of poetry. The introduction of the kan-wu lun
further enlarges the context of poetry by stressing the role of objects in
poetic expression. Chinese poets and critics believe that the relationship
between the subject and the object is one of solidarity in the poetic
world. This ideal of the union of self and world serves as a criterion of
good poetry in the Chinese lyrical tradition.
To achieve the ideal of the union of self and world in poetry
Chinese poets create the symbolic device of parallelism to represent a
sense of totality and balance so essential to the harmonious world of
union. The device of parallelism is the most distinctive formal feature of
the lu-shih, it serves as the organizing principle in both the tonal and
verbal designs of the lu-shih. In analyzing the tonal and verbal
parallelism of the lu-shih I discover that the concept of similarity and
opposition is the organizing principle. This concept of similarity and
opposition is similar to Roman Jakobson's principle of equivalence. A
similar principle of equivalence can also be found in traditional Chinese
literary criticism, thereby justified my analysis of parallelism of the
lu-shih in the perspective of the principle of equivalence.
In the final chapter of my thesis I try to demonstrate how the
overall design of the lu-shih serves as an ideal or idealized poetic form
of the Chinese lyrical tradition. With its tripartite scheme of
introduction, main content and conclusion, the lu-shih contains the three
parts of a poet's finalized vision and thus can be seen as a perfect form
in Chinese poetry. Besides this special sense of perfect form, the
progression of the lu-shih also obeys a fundamental dialectical lav;. The
lu-shih presents itself according to a progression found on the
opposition between parallel ana nonparallel couplets. This formal
transformation within the lu-shih clearly demonstrates it as a
representation of a dialectical mode of thought. This dialectical mode of
thought inherent in the lu-shih holds that harmony is the essential
nature of reality, and any conflict arises in the process of harmonization
can be resolved. Harmony rather than conflict is the ultimate ideal in the
Chinese dialectical mode of thought. This pursuit for harmony in the
world and human life is duly reflected in the final couplet of the lu-shih,
in that tensions and conflicts arised out of the poet's encounter with the
realistic world are resolved by way of the poet's adjustment and his
understanding of the nature of reality. Objectivity and time are
perplexing and even threatening to the harmonious world created in the
lu-shih, yet the poet's commitment to the lyrical ideology and his total
immersion in the lyrical experience guranteed this harmonious world as
the final and only ground.
In this study I propose that the lu-shih as one of the ideal
poetic form of the Chinese lyrical tradition, because the lu-shih contains
the three parts of a poets finalized vision (introduction, main content,
and conclusion) in a neat and symmetrical framework. However, it must
be remembered that the lu-shih is only one of the ideal poetic forms of
the Chinese lyrical tradition; there are other representative forms of the
tradition besides the lu-shih. The tz'u and chu are two other
representative poetic forms of the tradition, they represent different
idealized forms of poetic expression in different stages of developments
of the Chinese lyrical tradition. The tz'u. or more precisely the vung-wu
zu 狗 (songs on objects), is considered by some as the product
of a radical transformation of the Chinese lyrical tradition. The retrea
toward the object, or the structural shift from the lyrical self to the
object in the vung-wu tz'u constitutes a new strain of poetic
consciousness in the Chinese lyrical tradition.
By adopting the lu-shih as one of the ideal poetic forms of the
Chinese lyrical tradition I hope to arrive at a deeper understanding of the
tradition through analysis of the unique structure and design of the
lu-shih. Being one of the perfect forms of the lyrical tradition, the
lu-shih embodies within its poetic structure essential qualities of the
tradition. My study is only a preliminary work, the above discussion can
only be made in broad terms. However, it is my hope that similar
inquiries into other representative Chinese poetic forms will shed more
liqht on the Chinese lyrical tradition.
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